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from an extensive patch of cyclical surface 
noise. Yet, even if perhaps it offers no 
serious threat of ousting the Mozart from 
the repertory, it keeps going as music much 
better than the Benda, and it offers at least 
one point of distinct interest. For what 


instrument it was written in the first place 
I do not know, but I will swear on the 
evidence of my ears alone that Riha plays 
it not on a normal clarinet at all, but on the 
small E flat clarinet, baby of the family. 
M.M. 


FRANCK. Piano Quintet in F minor 
(1879). Sviatoslav Richter (piano), 
Isaak Zhuk, Boris Veltman (violins), 
Morits Gurvich (viola) and Isaak 
Buravsky (’cello). Parlophone PMA 
1042 (12 in., 30s. plus 11s. 84d. P.T.). 
Quintetto Chigiano (11/50) LXT2520 
V. Aller, Hollywood Quartet (1/54) CTL7045 

A re-hearing of the Capitol version of this 
work, made by the Hollywood Quartet with 
Victor Aller, completely confirms the 
enthusiastic opinion I formed of it five years 
ago: it remains a beautifully shaped, highly 
sensitive performance, constantly showing, in 
particular, Aller as a chamber music pianist 
of the first rank. All who have heard 
Sviatoslav Richter’s playing have praised 
him very highly, so this casting will be of 
much interest; his colleagues in this 
recording, too, are obviously string players 
of quality, and they make a very fine 
ensemble. The Russians approach the work 
rather unsentimentally—no bad thing in 
itself, since Franck is only too easily over- 
sentimentalised—and give the first move- 
ment a good impetus; but in the result there 
is some feeling of being rushed (three 
minutes are saved on the Molto moderato over 
their rivals), and Richter especially seems 
to be impatient with Franck’s marking of 
“espressivo, poco ad libitum” and all that 
bourgeois rubato stuff—strange, when he 
plays Schumann so sympathetically. On 
the other hand, the second movement is 
taken extremely slowly (the Russians’ timing 
is a quarter as long again as the Holly- 
wooders’), and though the melodic lines are 
well sustained, the sense of flow is rather 
strained. 

As a recording, the new version is not so 
closely balanced as the Capitol; but though 
there is some intense string playing in 
general, the second violin often sounds very 
distant, One of the most striking features 
of this issue is the extremely wide dynamic 
range: the fortissimos are stunningly 
brilliant (even slightly raucous at times), 
sometimes to the point of nearly bursting 
through the bounds of chamber music, as 
at the end of the first movement. ‘This 
brilliance is responsible for a most dramatic 
finale—more so than in the Hollywood 
version; at certain points, however (e.g. the 
D flat section of the Lento), the bass of the 
piano sounds rather weak. Despite the 
dangers of turning the quintet into a kind of 
plano concerto manqué, Richter does not 
overtop the strings even in_ climactic 
moments. On its own merits, this is a 
performance well worth hearing: it is only 
ihe memory of the greater feeling for nuance, 
the more convincing tempi and the superb 
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tact of Aller in the earlier version that 
impels me to continue to root for the 
Hollywood team. 


MOZART. Violin Sonatas. No. 17 in 
C major, K.296: No. 33 in E flat 
major, K.481. Wolfgang Schneider- 
han (violin), Carl Seeman (piano). 
D.G.G. DGM18307 (12 in., 30s. plus 
11s. 9d. P.T.). 


Sonata No. 33: 
de Klijn, Heksch (5/55) ABR4028 


Despite the numbers, the C major is the 
earliest of Mozart’s violin and piano 
sonatas as usually published, while the 
E flat is one of the last. Mozart had 
previously written sixteen sonatas for key- 
board with violin accompaniment, but 
these were never intended for professional 
performance. The C major is thus the 
first in which the violin has a reasonable 
share of the thematic interest, though even 
here much of the violin part looks and 
sounds as though it had been stuck onto a 
self-sufficient piano part as an after- 
thought. Mozart wrote it in Mannheim 
for his landlady’s daughter, and it is an 
engaging little work. The slow movement 
starts with a tune borrowed from the 
composer he revered above all others in 
early life, J. C. Bach, while in the middle 
there is a darkly brooding section of the 
greatest beauty. The much later E flat 
sonata is not so consistent; indeed some of 
the tunes are downright commonplace. 
The first two movements wake up in the 
middle, the first with the unexpected 
appearance of the four-note tune later used 
in the finale of the Jupiter symphony, the 
latter with some of Mozart’s most remark- 
able modulations; he manages to get into 
the key of D sharp at one point, and eight 
bars before the end of a movement in 
A flat he is firmly in the key of E major. 

This E flat sonata had previously been 
recorded by the Amsterdam Duo (Nap 
de Klijn and the late Alice Heksch) using a 
“Mozart piano”. The pianist on the new 
disc, Carl Seeman, has recorded a number 
of Mozart’s piano sonatas on a forte-piano, 
and I anticipated some disappointment at 
his not using the same instrument for these 
violin sonatas. However his touch on a 
modern piano is so perfectly scaled to the 
music that there can be no grounds for 
complaint. Indeed the playing of both 
Schneiderhan and Seeman reaches the very 
highest professional standards, with en- 
semble as perfect as one can hope for in this 
world, each playing into the hands of the 
other at the correct moments, and each 
with the Mozartian style in their fingertips. 
The recording is equally professional, with 
perfect balance and silent surfaces and 
velvet quality. On the rival disc the 
violin sounds harsh by comparison and too 
near the microphone, while the playing, 
though good, cannot equal the really 
miraculously polished performance on this 
new recording. 





A GUIDE TO POPULAR RECORDS? 
SEE PAGE 386 
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MOZART. String Quintets. K.593, in 
D major; K.614, in E flat major. 
Budapest String Quartet (Joseph 
Roisman and Alexander Schneider, 
violins; Boris Kroyt, viola; Mischa 
Schneider, ’cello) with Walter 
Trampler (viola). Philips ABL3212 
(12 in., 30s. plus 11s. 9d. P.T.). 


_ Coupled as above: 
Aronowitz, Amadeus Quartet (2/58) ALP1539 


A version of these two quintets by the 
Budapest people and a different second viola 
has been available in America for some 
years; this appears to be a new recording, 
and it is in direct competition with that 
issued nearly a year ago by the Amadeus 
Quartet and Cecil Aronowitz. Let me say 
straight away that both discs are well 
played and, on the whole, well recorded, 
and that there is not much to choose 
between them. The Budapest one gets 
away to an indifferent start, with the ’cellist 
lengthening all his sforzando notes by about 
fifty per cent and no one bothering to count 
the rests. This last peculiarity becomes 
positively outrageous when the slow section 
comes back near the end of the movement; 
the crotchet rests get progressively shorter 
until they disappear altogether. Queer 
things happen to the time in the main 
allegro section, and there were moments 
when I suspected someone was editing 
backwards and forwards between two 
versions of slightly differing tempo. The 
rhythm falls to pieces at the start of the 
second subject (or rather the first subject in 
the dominant). In the slow movement the 
Budapest people find a better tempo than 
the Amadeus, who are too fast for an adagio 
and miss the serenity, but the Budapest 
version is slightly marred by the mis- 
interpretation of the appogiaturas, which 
they play before the beat in the nineteenth 
century way. Nevertheless there is beautiful 
playing in this movement, as also in the next 
two, and by the end one has forgotten the 
sins of the opening movement. 

The E flat, Mozart’s last chamber work, 
is the better performed of the two, and in the 
first movement I preferred the new version to 
the Amadeus. The Budapest players make the 
music sound exuberant; it has a lift lacking 
on the Amadeus disc, and this is largely due 
to the brilliance and gaiety of the numerous 
short trills which characterise the first 
subject. Surprisingly they play both repeats, 
and I found the music all the more enjoyable 
for the chance of hearing it twice. Again, in 
the slow movement, the Budapest disc allows 
the music more leisure, which I like, and 
misinterprets the appogiaturas, which I 
dislike. The allegro minuet is played with 
an attractive martial precision; the Amadeus 
take this piece faster and less precisely. In 
both versions the engagingly Schubertian 
trio is most beautifully played, as is the 
Haydnesque finale. 

As to quality, the new disc is very good 
indeed except that the ’cello sometimes 
sounds too close; for instance the pizzicato 
notes just before the recap. in the slow 
movement of the D major, and several times 
in the finale of the same work. I was puzzled 
at the way it came and went, so to speak. 
Both works are recorded a fraction sharper 
and also a little louder than on the rival disc. 


D 
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What this all adds up to is that the 
Budapest are to be preferred—just—in the 
E flat, and the Amadeus—by quite a lot— 
in the D major. Perhaps it does not matter 
very much which of these discs you have as 
long as you have one of them; the important 
thing is that these are two of the loveliest 
works Mozart ever wrote, and they are not 
nearly as well known as they deserve. R.F. 


*SCHUBERT. Piano Quintet in A 
major, D.667, “Trout’’. Rolf 
Reinhardt (piano), Endres rtet. 


Vox Stereophonic STPL10890 (12 in., 
30s. plus 11s. 9d. P.T.). 


This is a most agreeable version of the 
Trout. Everywhere the players steer some- 
thing of a middle course in style, in the way 
they probably would if playing the work at 
home for pleasure; nothing is rushed, 
nothing is dragged. The scherzo benefits 
most from not being rushed (and the tempo 
allows an easy moderation to be sufficient 
for the trio); the first of the andantes most 
from not being dragged. It might be that 
the finale would have benefited from being 
pushed a little more: it is a matter of taste. 

The domestic character of the perform- 
ance extends to the balance adopted, which 
is everywhere very good. Both violin and 
piano prove willing to recede into the back- 
ground when appropriate, a willingness not 
necessarily to be found in all Trout perform- 
ances given in public. The tone of the viola 
and ’cello here happen to blend excellently, 
which of course increases the hazard of the 
single violin unintentionally obtruding; but 
sensitive handling of the part avoids any 
material disappointment. The variation 
movement is the most hazardous of all for 
balance, but it can seldom have sounded so 
well in this respect as it does here. Just once 
the pianist plays a concerto; but somehow, 
in that third variation, it is inhuman not 
to do so. 

The tone of the recording can be on the 
nasal side if insufficiently tamed, and an 
occasional roughness on the part of the 
string bass may not always be attributable 
to the player. But in general the sound is 
quite good enough to allow full enjoyment 
of the virtues of the performance; and these 
are substantial. M.M. 


SCHUMANN. Piano Quintet in E flat, 
Op. 44. Peter Frankl (piano), Pauk 
Quartet (Gyorgy Pauk and Janos 
Szekacs, violins; Ervin Schiffer, viola; 
Arpad Szasz, ’cello). D.G.G. DG17132 


(10 in., 22s. 3d. plus 8s. 8d. P.T.). 
Bohle, Barchet Quartet (3/56) PL8960 
Aller, Hollywood Quartet (7/57) P8316 

Hess, Stern, Schneider, Thomas, Katims 

(7/58) ABL3184 
The Capitol version of the Schumann 
Piano Quintet throws in a Hummel string 
quartet on the back, and the Philips version 
a Brahms string quintet. Thus, in both 
instances the Schumann may be said to 
cost just over a pound. On the new D.G.G. 
it costs half as much again, with no very 
obvious improvement to offset the extra 
expense. The recording quality is perhaps 
the best available, and the performance is 
certainly very slick. It is in fact the exact 
opposite of the Myra Hess/Issac Stern 
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performance which suggests engagingly 
that the players have only recently met and 
are thoroughly enjoying themselves. There 
is not very much enjoyment on the new 
disc. The first movement is played quickly 
and rather unlovingly. The strings have a 
way of bulging on each note (“‘hairpins’’, 
as it is called, from the appearance of the 
crescendo and diminuendo signs). A little of 
this can be expressive, but here it seems to 
be done mechanically, and the result is 
that the notes of some melodies do not 
seem to be connected; for instance in the 
first trio in the scherzo. In the first move- 
ment the ’cello’s tone sometimes sounds 
tentative. Everything is restrained, polished, 
and immensely competent. Perhaps all 
this means no more than that I like 
Schumann warmer and more romantic. 
Those of you who prefer the more modern 
streamlined approach will find much to 
enjoy on this record. R.F. 


INSTRUMENTAL 


BACH. Notebook for Anna Magdalena 
Bach: Minuet in G major; Minuet 
in G minor; Minuet in G major; 
Polonaise; March; Musette; Chorale 
“Wer nur den lieben Gott Lasst 
walten’’. Carl Seeman (piano). 
D.G.G. EPL30305 (7 in., 12s. plus 
4s. 84d. P.T.). 

All the above pieces were included in the 
Clavierbiichlein vor Anna Magdalena Bach 
Vanguard disc (PVL7048), played by Kurt 
Rapf on the harpsichord, which I reviewed 
last month. The little pieces need more 
imaginative playing to make them accept- 
able to me on the piano than Carl Seeman 
gives them; the sort of playing, in fact, that 
we get from Rosalyn Tureck. Others may 
feel differently and so are recommended to 
sample the disc. It is perverse of the sleeve 
to give the keys of the Minuets but not of the 
Polonaise, March, and Musette. These latter 
are in G minor, D major, and D major, 
respectively. A 


BACH. Partitas. No. | in B flat major, 
BWV825 ; No.2 in C minor, BWV826. 
Rosalyn Tureck (piano). H.M.V. 
ALP1645 (12 in., 30s. plus Ils. 83d. 
Fouek 

It is, I imagine and hope, Rosalyn 

Tureck’s intention to record all six of Bach’s 

Partitas, and if that is so the complete set 

will come into comparison with the record- 

ing of it by Badura-Skoda which was 
available on Nixa WLP6303 (three discs 
and now deleted) reviewed by R.F. in the 

August 1955 number of THE GRAMOPHONE. 

It need hardly be said that Miss Rosalyn 

Tureck’s profound scholarship, the extra- 

ordinary clarity of her part playing, and the 

finely calculated weight of tone between the 
two hands weight the scales heavily in her 
favour. R.F. said that Badura-Skoda 
seemed to be bothered by the turns in the 
first movement of the B flat major Partita 

(No. 1): one cannot imagine Miss Tureck 

to have suffered in that way. She knows 

exactly what is to be done, and does it. 

R.F. also said that some of Badura-Skoda’s 

tempi were unreasonably slow, excepting in 
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the Allemandes in which a slow tempo can be 
defended. It is possible that some listeners 
may feel that the Prelude to No. 1 and the 
Minuets are on the slow side as Miss ‘Tureck 
plays them, but she has a way of convincing 
one finally that she is right. I am less con- 
vinced at the moment by her use of staccato 
in the left-hand part of the second Minuet 
in this Partita, though I dare say I shall come 
to agree with her. 

The repeats are all observed and given 
subtle variations of nuance and meaning. 
The spread of chords and interval turns in 
the deeply felt Sarabande are to be noted and 
also the wonderful playing of the imagin- 
ative Gigue. Miss Tureck has me wholly 
with her in her superb performance of the 
C minor Partita with its well differentiated 
sections in the Sinfonia, its meditative 
Allemande, lively Courante, and most beauti- 
fully articulated Sarabande. The Rondeau 
and Caprice, with which the Partita ends, 
are played with a delightful sense of gaiety 
and humour. The recording is very good 
indeed, conveying the intimate style of the 
playing to perfection. A.R 


DIETRICH BUXTEHUDE. Organ 
Works. Prelude and Fugue in F sharp 
minor. Canzonetta in G major. 
Fantasy, ‘‘Wie schén leuchtet der 
Morgenstern”’. Magnificat Primi Toni. 
Passacaglia in D minor. Trauermusik 
auf den Tod des Vaters: ‘“‘Mit Fried 
und Freud ich fahr dahin”; Klag- 
elied. Chorale Prelude, ‘“‘Nun bitten 
wir den heiligen Geist”. | Chorale 
Prelude, “‘Es ist das Heil uns kommen 
her”. Toccata and Fugue in F major. 
Hans Heintze (organ), Lisa 
Schwarzweller (soprano). D.G.G. 
Archive APM14076 (12 in., 30s. plus 
lls. 9d. P.T.). Recorded on the 
Schnitger organ at Steinkirchen. 

Recalling Heintze’s excellent perform- 
ances of music by Bruhns and Liibeck on 
the organ of St. John’s Church, Liineburg. 
on APM14081, I looked forward with 
enthusiasm to this disc entirely devoted to 
the works of Buxtehude. Both music and 
playing surpassed my expectations, and to 
my mind the Schnitger organ at Stein- 
kirchen is one of the finest instruments, for 
recording purposes, in the whole of 
Germany. Everything about it seems just 
as perfect as one could wish: the voicing is 
beautifully controlled, the tonal contrasts 
well balanced, and the acoustic of the church 
seems well-nigh ideal. 

Some of these pieces have been recorded 
before: the Prelude and Fugue in F sharp 
minor, the Toccata and Fugue in F major. 
the Fantasy on ‘‘Wie schén leuchtet der 
Morgenstern”, and the great D minor 
Passacaglia. The remaining items are new 
to the catalogue, and these additions are 
without exception distinguished examples o! 
Buxtehude’s art. His Canzonetta in G has 
one of those “‘cheeky”’ subjects with repeated 
notes (bell-like and incisive in Heintze’: 
registration), but it is not until we become 
deeply acquainted with Italian instru- 
mental music of the mid-seventeenth 
century that we realise how Buxtehude 
found this effect. It was quite simply ar 
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Journey through music 


Much of the excitement of owning 
a Grundig comes because it 
enables you to make the un- 
conducted tour. To travel happily 
through music without necessarily 
keeping to the main roads and the 
established tourist centres. 

Take the composer Miaskovsky. 
The name may be unfamiliar to 
you, Or it may ring a distant bell in 
your mind. Certainly it isn’t a 
well-known name. 


And yet to hear the Miaskovsky 





’cello concerto for the first time is 


a little like entering the fabulous 


city of Samarkand—an experience 
one doesn’t readily forget. 

Who would have thought it? And 
what better way of discovering it 
than through a Grundig Tape 
Recorder ? When you hear it for 

: the first time you can record it to 


keep. A season ticket as it were— 


to Samarkand. 
Illustration by courtesy of the SCR 


(ject the best out of Music....geta EIT (y 





GRUNDIG (Gt. Britain) Ltd. Advertising & Showrooms: 39/41 NEW OXFORD STREET, LONDON, W.C.I. 
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COLLECTORS’ CORNER | oceececcee 


62 NEW OXFORD(,STREET, LONDON, W.C.! (LANgham 6155) 
63 MONMOUTH STREET, LONDON, W.C.2 (TEMple Bar 5614) 


THIS MONTH’S FEATURES— 
“PUCCINI” ‘‘PIANO CONCERTOS” “STEREO LP’s & EP’s” 


Sent post free in the U.K. (Overseas customers, write for quotation) 


PUCCINI CENTENARY YEAR 


BOHEME complete. Angeles & Bjorling. c. Beecham ... ALPI409/10 2LP 83/5 
BOHEME abridged. Tebaldi, Prandelli & Inghilleri ... LXT5387 LP 39/11 
BOHEME scenes. Tebaldi, Gueden, Prandelli, etc. ... CEPSI2 

FANCIULLA DEL WEST complete. Tebaldi & del Monaco LXT5463/5 3LP 119/10 
FANCIULLA DEL WEST complete. Tebaldi & del Monaco SXL2039/4I Stereo 119/10 
GIANNI SCHICCI complete. Taddei, Savio Rapisardi ... LPC50028 LP 41/9 
MADAME BUTTERFLY complete. Tebaldi, Bergonzi,etc. LXT5468/70 3LP 119/10 
MADAME BUTTERFLY complete. Tebaldi, Bergonzi, etc. roeneey” pee got 


a ee ee 
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Gesellschaft 
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45 EP. 


MADAME BUTTERFLY abridged. Tebaldi & Campora, etc. LXT53 9/11 

MADAME BUTTERFLY scenes. Angeles & di Stefano ... ER5045 EP 15/3 

MANON LESCAUT complete. Tebsldi & del Monaco... LXT2995/7 3LP Oo 19/10 BACH 
abridged. Albanese & Bjorling ... RBI607 LP / . 

MANON LESCAUT final scene. Kirsten & Tucker ... NBEIIO52 EP 12/10 7] Pieces from the 





SUOR ANGELICA complete. Angeles, Barbieri, Rome Op. ALP1I577 LP 41/8 


“Notebook for Anna Magdalena Bach” 
TABARRO complete. Gobbi, Mas, Prandelli, Rome Op. .... ALP1I355 LP 41/8 


Carl Seemann, Piano 


TOSCA complete. Callas, di Stefano, Gobbi, LaScala ... CX1I094/5 2LP 83/5 EPL 30305 
TOSCA abridged. Tebaldi, Campora, Mascherini, etc. ... LXT5386 LP 39/11 
vismatenet complete. Callas, ~‘_rc Schwarzkopf ... a pd 4 ot 
soprano arias—Callas mn sie - 153 5/3 
vies —“" aan Fusco, dalFerro ... LPC ia up ft LEONCAVALLO 
oprano arias (in English). Joan Hammond a a | / rT . +99 
Soprano Arias by CALLAS (from 6 Puccini Operas "CX 1204 LP s/s Il Pagliacci” Bell Chorus 
Soprano arias by CALLAS (Boheme, Butterfly, Manon, etc) SELI546 EP 15/3 
Soprano arias by JOAN HAMMOND (Butterfly & — MASCAGNI 
oheme _ _ ei _ _ we pee 6“ H 1 be 
Soprano arias by JOAN HAMMOND (Schicci, Tosca, Cavalleria Rusticana” Intermezzo 
Boheme) it ae “eis he ae ... ERSO85 EP 15/3 VERDI 


PIANO CONCERTOS 
BARTOK: No. 3 (& Dance Suite—Philharmonia) A. 


“Aida” Hymn and Triumphal March 
Munich Philharmonic Orchestra 


Eee EEE EEE os 
TrTTrrrymyyyyyyewww win 


BEETHOVEN No. | (& Sonata 27). Solomon/Philharmoni ALPIS83 Lp 4u8 Conductor: Leopold Ludwig 

$ o. onata - 2O1lOmon inarmonia ‘7 

BEETHOVEN: Nos. 2 & 4, Serkin/Philadelphia—Ormandy ABL3164 LP 41/9 Chorus and Orchestra of the Wiirttemberg 

BEETHOVEN: No. 3 (& Sonata 22). Solomon/Philharmonia ALP1546 LP 41/8 State Theatre, Stuttgart « 

BEETHOVEN: No. 5—Emperor. Curzon/Vienna Phil.... LXT5391! LPs 39/11 Conductor: Ferdinand Leitner a 

BRAHMS: No. | Backhaus/Vienna Philharmonic—Bohm... LXT5364 LP 39/11 ° EPL 3 8 * 

BRAHMS: No. 2. Curzon/Vienna Phil_—Knappertsbusch LXT5434 LP 39/11 peo 

Seeieheenewe of F aan Askenase/Berlin goo DGM18040 LP 41/9 p 
: No. ursery variations). Composer 

GRIEG & SCHUMANN (both A minor). Solomon/Phil ALPiets Ip au ase od < 

veo FOOD © SENSED, SNOMORITAR. A Night on the Bare Mountain 
LISZT: No. |(&Hungarian Fantasia). Cziffra/Paris Cons. ... ALP1I455 LP 41/8 " . - 
MOZART: No. 19, K.459 & 27, K.595. Clara Haskil/c— Radio Symphony Orchestra of Berlin < 


Fricsay 


- on seo -_ me _ _ ... DGMI8383_ LP 41/9 
RACHMANINOV: No. | & BACH: D minor. Richter/ 


Conductor: Ferenc Fricsay 


USSR Symphony sh ik cee ee ogni nn LP 41/8 EPL 30282 
RACHMANINOV: No. 2. Rachmaninov & Phil. pd ... ALP1630 LP 41/8 
: o JF, min. acnauer/Londcon 
Orch.—Sherman CLP1138 LP 35/10 OFFENBACH 





RACHMANINOYV: No. 4 & RAVEL: G major. Michel- 
angeli/Philharm. _ oan -_ _ -_ _ 
RAWSTHORNE: No. 2 & RUBBRA: G major. Denis 
Matthews/BBC Sym. nee ot ome sais ... CLPII64 LP 35/10 

TCHAIKOVSKY: No. | B flat minor. Van Kliburn/c— 
i RB16073 LP 39/11 


Kondrashin sais is sii _ ii am aiid 
TCHAIKOVSKY: No. 2 G major. Cherkassky/Berlin Phil. DGMI8292 LP 41/9 


“The Tales of Hoffmann” 

Die Mutter, meine Mutter 
Leise tént meiner Stimmer Klang (Trio) 
Leuchte heller Spiegel mir (Mirror Aria) 


ALP1538 LP 41/8 


THOMAS 

66 4 9 é 

LATEST STEREO DISCS . Mignon’ 
GRIEG: Peer Gynt: complete music. RPO—Beecham w. cho. ASD258 LP 41/8 Ihr Schwalben in den Liiften (Duet) ; 
SYMPHONIES: Prokofiev: Classical/SHOSTAKO- one, ” o Anny Schlemm, Soprano °* Grace we ; 
tNow tT. Phila. ee 0 nee nee wee es Mezzo-soprano « Otto Wiener, Baritone + Toni $ 

* HOLST: The Planets. BBC Sym. & cho—Sargent ... ... ASD269 LP 41/8 . y 
ORAK: 'Cello Concerto, etc. Starker & Philharmonia. SAX2263 LP 41/8 , Blankenheim, Bass Hl 


Vv L ; , ; 
PROKOFIEV: Piano Concertos | & 3. Lympany/Phil’a. ... CSD1253 LP 41/8 Munich Philharmonic Orchestra 


ROSSINI: La Boutique Fantasque. RPO—Goossens _ ... BSD752 LP =s_«30/II . i & 
*““WALK URE” Act 3. Flagstad, Edelmann, Vienna Phil. ... SXL2031/2 2LP 79/11 earaer | Leitner - 
BIZET: Carmen & L’Arlesienne suites. Suisse—Ansermet SXL2037 LP 39/11 = 
BALLET: Les Syiphides & La Source. Paris Cons.—Maag... SXL2044 LP 39/1 2 
ag < he we ena + trea ctrl Eine Kleine mason 1 39/11 RICHARTZ 
achtmusik. c—Solti sia son en me sais 

TEBALDI RECITAL: Figaro, Lecouvreur, Wally, Wm. ° 

agua a ma a Romantic Prelude 
SCHUBERT: Great C major Symphony. London Sym- Romance for Violin and Orchestra, Op. 79 

phony—Krips . SXL2045 LP 39/11 


Siegfried Borries, Violin 
Berlin Philharmonic Orchestra 


A.A A A. fi fief hal? 
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IUVUUUVU UU UU UU UU UU UV 


J. STRAUSS: Blue Danube & other Waltzes. Vienna Ph.— 


Krips... mes i ase ee _ mn ... SXL2047 LP 39/11 
BERGONZI RECITAL: Aida. L. Miller. Forza, Trova- 


ae? vw wv Y 
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Visitors to London should not miss our enlarged New Oxford Street Premises—better 
service than ever! (and at Monmouth Street, zlways an array of Historical vocals, as well 
as the full classical repertoire). 


— 
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~ Conductor: Willy Richartz 
tore, etc. am -_ a — _ ae ... SXL2048 LP 39/11 ~ EPL 30148 
SCHUBERT: Octet. F major, Op. 166. Vienna Octet ... SXL2028 LP 0 s«39/18 > 
FLAGSTAD sings GREAT SACRED SONGS w. LPO— > 
te ee ee ke 5 gee LP s39/18 ; PERSIAN SONGS 
EROUGH SCH ni mawaeneres memes: Sao” BM | 4S Kani vour dies hin (Polk Sone). : 
a En COURERTOER coe ae, ove Kani vour djan im (Folk Song) (Song of the 
OVERT URES—Donna Diana & If | were King. ParisCons. SEC500! EP 15/3 , 
FLAGSTAD—Jerusalem, Silent Night, Jubilate, Come all ye SEC5002 EP «5/3 to Shepherd Sayat-Nowa) - The Red Rose (Folk 
J. STRAUSS: Blue Danube/Roses of South. Vienna Phil.— ae. - mn :» Song) * The Caravan (A. Hossein) - Lay-Lay 
DEL MONACO—arias—Carmen, Butterfly, Africana, i . . ®. 
Fedora, ete, wae ess tees vss vee, SECSOOH «=CEPsCS/B |S Tamara Pilossian, Soprano 
CHOPIN: Scherzo No. 3/Impromptu No. 2. William ~ Heribert Beissel, Piano 
OT ree eee ee EP 15/3 - EPL 30308 
ORGAN: Trumpet voluntary, Hallelujah, Jesu Joy, Largo Sud 
Rees... nem _ ont i ai is ... SECS006 EP 15/3 > 
~ 
= 
Zi 
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LONG PLAYING RECORDS 33} je 
JANUARY RELEASES 


BEETHOVEN SCHUMANN a. 
Symphony No. 6, F major, Op. 68 Piano Quintet, Eb major, Op. 44 im 
(Pastoral) ; Peter Frankl, Piano - Pauk Quartet « 
Orchestre Lamoureux, Paris DG 17132 * 
Conductor: Igor Markevitch 
DGM 18468 

Piano Sonata No. 14 (Moonlight) SIBELIUS - 
Piano Sonata No. 23 (Appassionata) Come away, death - When that I was a tiny ° 
Elly Ney, Piano . * ° - <=: 
DGM 19085 se boy = trois soeurs vate m Feld <: 
ein Madchen singt - Lastu lainehilla - [Illalle co 

Six Lieder by Gellert, Op. 48 Souda, Souda, sinisora - Finlandia-Hymni ) 
An die ferne Geliebte, Op. 98 Drémmen - Varen flyktar hastigt - Till Frigga oe 


Eberhard Wachter, Baritone 


Heinrich Schmidt, Piano Flagellek - Romeo + Demanten pa marssnén 


DG 17112 Siiv, siv susa ° Svarta rosor } 
Kim Borg, Bass 
HAYDN DGM 19113 


Symphony No. 100, G. major (Military) 


Symphony No. 102, Bb major __. = 


—— ome a RITA STREICH SINGS OPERATIC ARIAS 
n nan 
a -* sn amas eee “Idomeneo” ‘ “Die Zauberfléte” (Mozart) | 
“Semiramide” (Rossini) - “Don Pasquale” ) 
MOZART (Donizetti) - “Der Freischiitz” (Weber) a. 
Symphony No. 40, G minor, K. 550 “Rigoletto” - “Sicilian Vespers” - “Masked 
SCHUBERT ’ Ball” (Verdi) -° “Les Huguenots” (Meyerbeer) 
Symphony No. 5, Bb major " ma . - ini 
Bavarian Radio Symphony Orchestra “Mignon” (Thomas) + “La Bohéme” (Pu ) 
Conductor: Eugen Jochum Radio Symphony Orchestra of Berlin conducted 
DGM 19120 by Artur Rother, Ferenc Fricsay, Ferdinand 


Leitner and Ernst Marzendorfer 


MOZART Bavarian Radio Symphony Orchestra conducted 


Violin Sonata, C major, K. 296 


Violin Sonata, Eb major, K. 481 , , 
Wolfgang Schneiderhan, Violin Munich Philharmonic Orchestra conducted by 


Carl Seemann, Piano Ferdinand Leitner 
DGM 18307 DGM 19137 





Supplementary Catalogue, 1958, now available—1 /6d. 


Please write for free inclusion in our mailing lists to: 
DEUTSCHE GRAMMOPHON (GREAT BRITAIN) LTD. - 12/13 RATHBONE PLACE, OXFORD STREET, LONDON, W. 1 
TELEPHONE: LANGHAM 8156/7/8 
(formerly Heliodor Record Company Ltd.) 
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Ke FOR YOUR LIBRARY 
oe 4 
; , 
> INSTRUMENTAL AND VOCAL WORKS 
> > 
K | 
~ A SELECTION OF SUPERB RECORDINGS BY FAMOUS ARTISTS > 
> > 
»> > 
~ BEETHOVEN SCHUBERT 
~ Piano Sonata No. 8 (Pathétique) : Octet, F major, D. 803 ' 
» Piano Sonata No. 14 (Moonlight) Members of the Berlin Philharmonic Orchestra 
bn Piano Sonata No. 23 (Appassionata) | DGM 18285 
> Wilhelm Kempff, Piano > 
> 
; DGM 19087 | secant | 
D> > 
~ 20 Nocturnes | BRAHMS 
>» Opp. 9, 15, 27 and 32 | 6S 
~ DGM 18262 — . 
“ | Dietrich Fischer-Dieskau, Baritone ‘ 
- Opp. 37, 48, 55, 62, 72 and Op. posth. | Jorg a Piano 
> DGM 18263 ! oaee ew 
> Stefan Askenase, Piano ; 
» R. STRAUSS 
» 14 Waltzes Der Rosenkavalier (Excerpts) 
> Stefan Askenase, Piano _ Finale Act 1 Finale Act 3 > 
. DGM 19060 Tiana Lemnitz Elfride Trdétschel > 
-s Georgine von Milinkovic 4 
» 6 Polonai Wiirttemberg State Orchestra, Stuttgart > 
bar wwe Conductor : Ferdinand Leitner { 
~ Nos. 1, 2, 4, 5, 7 and 9 DGM 18011 ( 
> Stefan Askenase, Piano > 
ws DGM 19064 ( 
“ VERDI 
~ MOZART Messa da Requiem 
. Die Zauberfléte Maria Stader Marianna Radev > 
> Rita Streich - Dietrich Fischer-Dieskau | Helmut Krebs - Kim Borg — 
~ Kim Borg - Ernst Hafliger - Josef Greindl | Radio Symphony Orchestra of Berlin 
> Radio Symphony Orchestra of Berlin | Conductor : Ferenc’ Fricsay 
: Conductor: Ferenc Fricsay | DGM 18155 /6 <i 
> DGM 18267-9 | <! 
: | RITA STREICH RECITAL <! 
“ OFFENBACH | Dorfschwalben aus Osterreich ~ 
» The Tales of Hoffmann (Excerpts) | The Nightingale - The Maids of Cadiz «! 
~ Kathe Nentwig Anny Schlemm The Last Rose of Summer - Villanelle <{ 
> Grace Hoffmann - Walther Ludwig - Otto Wiener Draussen in Sievering - II bacio «’ 
“ Munich Philharmonic Orchestra Radio Symphony Orchestra of Berlin o 
> Conductor : Heinrich Hollreiser Conductor: Kurt Gaebel «’ 
> DG 17049 DG 17052 ! 
“ <' 
~ Please write for free inclusion in our mailing lists to: on 
> DEUTSCHE GRAMMOPHON (GREAT BRITAIN) LTD. - 12/13 RATHBONE PLACE, OXFORD STREET, LONDON, W.! > 
> TELEPHONE: LANGHAM 8156/7/8 «! 
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imitation of the double bow-stroke (down 
and up) which was used as a primitive but 
effective way of underlining a theme or 
subject. 

The Magnificat is a set of organ verses 
skilfully setting off one contrapuntal idea 
against another. Toccata - like verses, 
pastorales, fugatos, even miniature fugues, 
all find their place in this very remarkable 
and little-known composition. Heintze has 
made the most of these contrasts in style by 
using cunningly varied registration to stress 
their individual idiom. The fifth verse 
sounds for all the world like a harpsichord, 
so keen and full of ictus is the reed he uses. 
[ thought I knew the Steinkirchen organ 
fairly well, but this particular stop is new 
to me, and will (I suppose) be a rare treat 
for connoisseurs of unusual sounds and 
timbres, 

An infrequently heard work, the Funeral 
Music on his father’s death, proves to be in 
Buxtehude’s most intimate and contempla- 
tive vein. It was composed in 1674 and 
published in the same year at Liibeck under 
the title of Fried-und Freudenreiche Hinfahrt des 
Alten Simeons . . . in zwey Contrapuncten 
musicalisch abgesungen. In the second of these 
pieces, a soprano voice joins the organ in an 
expressive and beautiful elegy (Klagelied), 
the interpreter in this instance being Lisa 
Schwarzweller, who has a pure though 
insufficiently steady voice. Musically, how- 
ever, the song is both memorable and 
moving, and it was a good idea to provide a 
little vocal colour in a disc otherwise 
entirely devoted to organ music. Neither of 
the two Chorale Preludes has been recorded 
previously; the second is a real gem, and its 
melody is heard on a delightfully rich and 
resonant stop, or combination of stops, 
against a quietly ruminating accompani- 
ment on the second manual. 

This is a disc that should in no circum- 
stances be missed by lovers of early German 
organ music. D.S 


CHOPIN. Fantasia in F minor, Op. 49. 
Mazurka No. 13 in A minor, Op. 17, 
No. 4. Nocturne No. 6 in D flat 
major, Op. 27, No. 2. Scherzo No. 3 
in C sharp minor, Op. 39, No. 3. 
Study in G flat major, Op. 25, No. 9. 
Waltzes: No. | in E flat major, 
Op. 18, “Grande Valse Brillante”; 
No. 9 in A flat major, Op. 69, No. 1, 
*“L’Adieu’’. Alexander Uninsky 
(piano). Philips GBR6514 (10 in., 20s. 
plus 7s. 10d. P.T.). 


Uninsky has many virtues as a pianist, 
the chief being what might be described as 
his continental finger technique. Few 
British players have such strength and 
precision in their fingers as he. Good as he 
is, he nevertheless misses the top rung of the 
ladder, and I think the reason is that he does 
not convey the whole essence of the music. 
In the Fantasia, there is not enough 
exaltation in the chord theme, in the E flat 
waltz not enough zest. He has a way of 
hurrying on to the first beat of the bar, of 
anticipating it, which can be a little 
irritating once you notice it. But he plays 
most of these pieces beautifully, notably the 
nocturne, while the end of the scherzo is 
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superb. Piano quality is fairly good, but 
levels are not quite as they should be. Some 
of the nocturne sounds louder than the 
climaxes of the Fantasia. R.F. 


‘CHOPIN. Scherzi: No. | in B minor, 


Op. 20; No. 2 in B flat minor, Op. 31; 
No. 3 in C sharp minor, Op. 39; No. 
4 in E major, Op. 54. Berceuse in 
D flat major, Op. 57. Ecossaises, 
Op. 72: No. 1 in D major; No. 2 in 
G major; No. 3 in D flat major. 
Orazio Frugoni (piano). Vox 
PL10510 (12 in. 30s. plus 11s. 9d. P.T.). 


Scherzi complete: 
Arrau (4/55) AXTL1043-4 
_ Kentner (11/54) 33SX1033 
With all four of the Scherzi, the Berceuse 


and the Ecossaises on it, this record should 
be a winner, but it isn’t. Reviewing a 
Chopin recital by Orazio Frugoni last 
July, A.P. found his playing sees 
clean-fingered, correctly conceived . 
somewhat lacking in poetry and fancy” , 
but I feel that that would be a generous 
description of the present disc. The lack 
of poetry and fancy is here practically 
total. Admittedly the predominant charac- 
teristic of the Scherzi is an impassioned 
brilliance, but Chopin provided, in the 
middle sections and elsewhere, many 
points of contrast and repose, and it is these 
that go for nothing. To take one example, 
perhaps the most flagrant, what has become 
of the exquisitely protracted diminuendo 
towards the end of the E major scherzo? 
This is coarse playing that gets nowhere 
near the heart of the music. 

I have a suspicion that not all the fault 
for failing to achieve any really quiet tone 
rests with Frugoni. In several places one 
can hear the mechanical boost given by 
the engineers to a sound that they pre- 
sumably think is not loud enough to reach 
our ailing ears without mechanical assis- 
tance. This kind of unmusical tampering 
is something that we learn to shut our ears 
to, in the course of listening to a large 
number of records; it is only when a 
particularly insensitive example like the 
present one comes our way that we have 
to protest against it once more. However, 
Frugoni’s performance was so perfunctory 
in the first place that I did not get very 
worked up about faults in the recording. 

Arrau’s complete recording of the Scherzi 
is awkwardly spread across two discs, 
and Rubinstein’s (ALP1136) has recently 
been deleted (though it may reappear on 
the R.C.A. label), so that my present 
recommendation is Kentner’s: at times this 
lacks power, but it is always sensitive and 
expressive. J.N. 


MOZART. Piano Fantasia in C minor, 
K.475. Piano Sonatas: K.457, 
No. 14 in C minor: K.533 and 
K494 in F major. Conrad Hansen 
(hammerklavier). D.G.G. DGM18479 
(12 in., 30s. plus Ils. 9d. P.T.). 

This is Conrad Hansen’s third disc of 
Mozart sonatas recorded on a forte-piano, 
and it preserves the high standards of its 
predecessors. In the somewhat Beethovenish 
Fantasia and Sonata in C minor it is 
fascinating to hear just what contrasts in 
dynamics the instrument is capable of. 
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They are naturally not as extreme or 
dramatic as on a modern grand piano, but 
they are impressive enough, and the 
instrument is constantly revealing beauties 
in passages that hardly come off at all ona 
modern piano. For instance the bass clef 
is much less muddy, and when both hands 
are playing low notes, as at the very end of 
the F major sonata, the sound is altogether 
more appealing. 

Hansen is a brilliant performer; some- 
times the brilliance is just a little machine- 
like. He is very unrelenting about tempi, 
seldom or never allowing himself to linger 
tenderly over a phrase. I cannot believe 
Mozart himself played so un-rubato as this. 
In the slow movement of the C minor, 
which is marked adagio, the runs are played 
in tempo and the result is that they sound 
fascinatingly but improbably _ brilliant; 
almost Lisztian. Perhaps I am being too 
carping, and I must make it very clear that 
I enormously admire Mr. Hansen’s clean, 
accurate performance of these works. 

This record contains some of Mozart’s 
very best keyboard music; the C minor is 
full of Sturm und Drang and the F major of 
contrapuntal pleasantries (he even has the 
two subjects of the first movement together 
at one point), and the music is very well 
recorded. R.F. 


FRESCOBALDI. Organ Works. Toccata 
quinta sopra i pedali: Toccata per 
l’Elevatione: Canzona _ seconda: 
Ricercar sopra Mi-Re-Fa-Me: Mag- 
nificat secundi toni: ‘Toccata sestra 
sopra i pedali. Harpsichord Works. 
Toccata nona: Cento Partite sopra 
Passacagli: Capriccio di durezze: 
Partita sopra l’aria “La Monicha”’. 
Gustav Leonhardt (organ and 
sichord). Vanguard PVL7052 (12 in., 
28s. 9d. plus 11s. 24d. P.T.). Organ 
Works recorded on the organ of the 
Silberne Kapelle, Hofkirche, _Inns- 
bruck. 

I greatly prefer Leonhardt the harpsi- 
chordist to Leonhardt the organist. He 
seems more relaxed at the harpsichord, and 
apparently more disposed to play this 
mercurial music with the requisite verve 
and feeling. Frescobaldi discs are no news 
at the moment, for any keyboard player can 
reach for the Pierre Pidoux edition and 


‘choose a nice little selection of baroque 


lollipops. This works well in the case of the 
harpsichord music, since the pieces there 
are genuine solos, and the composer is 
known to have indicated that you can play 
as many variations as you like; you’ve no 
need to plough through an entire set merely 
to do homage to the composer’s memory. 
With organ works we are on different 
ground. The organ Masses make little sense 
without their plainchant verses, and the 
same is true of the Magnificat which 
Leonhardt has recorded here on the organ 
of the court church, Innsbruck. After a 
time the music and the sound of the organ 
begins to pall on our ears for the very good 
reason that the composer expected the music 
to be broken up by singing. Additional 
proof of the essentially liturgical character 
of Frescobaldi’s organ works may be seen 
in his choice of so-called “‘free” themes, for 
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instance, the ricercar on EDFE. This is the 
opening intonation of the gradual Haec Dies 
for Easter Sunday, and the music is un- 
doubtedly a part of the ritual. Mr. Leon- 
hardt does not always seem to have 
entered into the spirit of the music when 
playing the organ. 

As a harpsichordist he acquits himself 
brilliantly and seizes on the subtle effects 
to be obtained from rubato playing in 
toccatas and other free forms, besides 
choosing registration that pleases the modern 
ear without being -too sophisticated for a 
possible instrument of the seventeenth 
century. In the famed Cento partite sopra 
Passacaglia Leonhardt shows a firm grasp 
of the technique of variation on a ground 
bass, and plays in such a way that he almost 
convinces us that the whole thing is 
spontaneous. This, of course, was one of the 
results that Frescobaldi wanted: he was 
unable to tolerate musicians who played 
the notes exactly and gave them no hint of 
their own outlook. 

The other work in variation form, La 
Monicha, is a set of divisions on a popular 
song of the day. At times the favourite 
ground basses seem to appear of their own 
accord, at others they vanish mysteriously 
into the background of the harmony and 
new figures of ever-changing shape and idea 
come to fill their place. Leonhardt plays on 
a good instrument, and he phrases with care 
and imagination. If only the organ playing 
had been comparable in standard I might 
have commended this disc whole-heartedly. 
But even as it is, you will find it well worth 
hearing if your taste lies in the direction of 
early Italian music. D.S. 


SCHUBERT. Impromptus, D.899. 
No. 1 in C minor): No. 2 in E flat 
major: No. 3 in G flat major): No. 4 
in A flat major. Impromptus, D.935. 
No. 1 in F minor: No. 2 in A flat 
major (33CX1611): No. 3 in B flat 
major: No. 4 in F minor. Drei 
Klavierstucke, D.946 (33CX1612). 
Walter Gieseking (piano). Columbia 
33CX1611-2 (two 12 in., each 30s. 


plus 11s. 84d. P.T.). 

Eight Impromptus, D.889, 935 : 
Rudolf Firkusny (11/55) NBL5014 
Ingrid Haebler (6/56) PL8940 


The Firkusny and Haebler discs get the 
eight well-known impromptus onto a single 
disc. Gieseking, taking the C minor very 
slowly and giving us all the repeats in the 
B flat (““Rosamunde”’) variations, spreads 
them onto three sides, and adds three 
little-known and previously unrecorded 
pieces on the fourth side. These were 
written by Schubert in the last year of his 
life, and given no title; according to 
Deutsch, they were intended for yet 
‘another set of four impromptus. One still 
living editor has “proved”, to his own 
satisfaction, that they were inspired by 
episodes in Goethe’s Faust. If Faust had 
driven Schubert to write instrumental 
music, it would surely have driven him to 
write good instrumental music. These 
three pieces are not good. Indeed it is sad 
to have to record that Schubertian touches 
in them are few and far between, and some 


passages I find it hard to believe he wrote. 
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It was Brahms, editing them anonymously, 
who called them, with characteristic caution, 
‘Drei Klavierstucke”’, and this is as good a 
name as any. Perhaps they do just deserve 
the one recording, and Gieseking plays 
them better than they deserve. 

Those who buy these discs will surely 
buy them for the sake of the eight well- 
known impromptus. It would, I suppose, 
be churlish to ask whether Gieseking ever 
passed all these recordings before his 
untimely death, and I only voice this 
doubt because of one or two rather muddled 
passages; for instance the episodes in the 
E flat impromptu. But I would not on this 
account wish to deter anyone from taking 
these discs seriously. The very first piece 
is a wonder. It is in any case one of the 
best things Schubert ever achieved for the 
piano, and I have always thought that it is 
usually played much too fast. Allegro 
molto moderato, four beats to the bar, says 
the composer, and Firkusny’s spirited 
performance simply cannot be _ right. 
Gieseking takes the music quite slowly, and 
the result to me is immensely moving. In 
the G flat, the one faintly suggestive of 
Liszt’s Liebestradume, he is on the other hand 
rather fast, and both here and in the 
following impromptu in F minor I am 
inclined to prefer Miss MHaebler’s less 
expert but extremely musical playing. I 
do not think the B flat variations stand up 
to all the repeats, and I found this im- 
promptu barely holding my attention, and 
then only because of the superlative playing 
it received. The A flat needs innocence 
and self denial, and Gieseking catches the 
mood beautifully. He did not persuade 
me that the first F minor amounts to 
anything very much as music. Nevertheless 
this is a distinguished if rather expensive 
pair of discs, and beautifully recorded. 


LAURINDO ALMEIDA. Tres Pontos 
de Santo, Op. 10 (Jayme Ovalle) : 
Chario; Aruanda; Estrella do Mar. 
Tambourin (Gossec, trans. Almeida). 
Boi Bumba (Vladimir Henriques). 
Sicilienne (Fauré, trans. Almeida). 
Para Ninar (Paurillo Barroso). Piéce 
en forme de Habafiera (Ravel). 
Marcatu (arr. Braga—Almeida). 
Entr’acte (Ibert). Bachianas 
Brasileiras No. 5 (Villa-Lobos). 
Ronde (Emile Desportes). Azuldo 
(Jayme Ovalle). Prelude No. 15, 
“Raindrop” (Chopin, trans. Almeida). 
O Cacador (Almeida). Pastorale 
Joyeuse (Emile Desportes). Laurindo 
Almeida (guitar), Martin Ruder- 
man (flute), Salli Terri (vocalist). 
Capitol P8406 (12 in., 30s. plus 
lls. 84d. P.T.). 


The role of the guitar as a soloist has been 
actively exploited on record; its’ at least 
equally important role as accompanist 
rather less so. But this record makes 
amends in good measure; for not only do 
both flute and guitar, and soprano and 
guitar make effective duos (especially when 
recorded as well as this), but their alterna- 
tion throughout the record enhances the 
effect of both by contrast. The listener’s ear 
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is consequently served, and saved from 
possible monotony of sound, in a way that 
guitar records very often neglect. 

The ear is served, too, by a superlative 
standard of performance. Almeida’s guitar- 
playing is the perfect foil, both to the agility 
of Martin Ruderman’s flute, and to the 
wholly enchanting tone and style of Salli 
Terri’s voice—which she plays just like a 
first-class instrumentalist does his instru- 
ment; if only more of our concert singers 
would take the hint! The flute pieces are 
mostly arrangements of appropriate excerpts 
from the recital repertoire (the Gossec 
Tambourin goes marvellously), but the vocal 
pieces are decidedly not; they all sound 
essentially Brazilian in style, whether folk- 
music or professionally composed with that 
world of sound in view (or half in view in the 
case of Villa-Lobos). 

About these origins I am really guessing, 
subject to correction from a sleeve-note I 
have not seen (I hope it will be informative 
—it needs to be). But in reporting the 
entirely winning effect of this mixture of 
Brazilian vocals and Wigmore Hall instru- 
mentals I am not guessing; I have found 
this a most agreeable record. M.M. 


SCHUMANN. Kinderscenen, Op. 15. 
Clara MHaskil (piano). Philips 
ABE10080 (7 in., Ils. plus 4s. 33d. 
Pee~ 

In my experience Miss Haskil can be 

relied on to give pleasure whenever she 
puts her hands on the keyboard. She is 
intensely musical and has a classically 
refined approach which can hardly fail to 
interest. She is not in the least sentimental, 
and at first hearing some of these little 
pieces may seem a little matter-of-fact. 
For my taste she has gauged their feeling 
exactly. I mever remember hearing 
Tratimerei played so beautifully—and what 
a difficult piece it is! Perhaps she is a shade 
humourless about Wichtige Begebenheit, which 
might have been more portentous, and I 
thought she missed the drowsiness of Kind im 
Einschlummern by taking it a shade too fast 
and not slowing up at the end until two 
bars after the composer’s rifardando. But 
all these pieces are a joy to listen to, and 
as there is well over a quarter of an hour’s 
music on this disc, and as it is extremely 
well recorded. 


SHURA CHERKASSKY. Brahms. 
Intermezzo in B flat minor, Op. 117, 

No. 2. Liszt. Liebestraume, No. 3. 
Mendelssohn. Songs without Words : 

No. 17 in A minor, Op. 38, No. 5; 
No. 20 in E fit major, Op. 53, No. 2. 
Shura Cherkassky (piano). H.M.V. 
7ER5113 (7 in., 11s. plus 4s. 34d. P.T.). 
The sentimeutally inclined should enjoy 
this one, and I must add that there are no 
hidden barbs in this statement. I think 
Cherkassky takes the Brahms Intermezzo 
much too slowly, but he plays it much less 
rubato than I would have expected. How- 
ever, he makes up for this by pulling the 
time about a good deal in the two Songs 
without Words, both of them quick pieces 
and one of them agitato. No famous-pianist 
today is so lavish with rubato in quick 
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CELEBRATES ITS FIRST 
MIVEUSAT EK 


WITH... 


MNES ARAM 


MOZART 


Piano Concerto No. 9 in E Flat, K. 271 
Piano Concerto No. 12 in A, K. 414 


Rudolf Serkin (Piano) 

The Marlboro Festival Orchestra 
under the direction of 

Alexander Schneider 


CFL 1018 


Sir Thomas Conducts: 


SUPPE 


*Overture: Morning. Noon and Night 
in Vienna 


CHABRIER 

*Espafia 

JOHANN STRAUSS 

*Waltz: Morning Papers, Op. 279 


RIMSKY-KORSAKOV 

*Marriage Feast and Lamentable End 
of King Dodon (from Suite—Le 
Cog d’Or) 

MENDELSSOHN 

*Overture: The Hebrides (Fingal’s 
Cave) 


MENDELSSOHN 
*Overture: Ruy Blas 


PONCHIELLI 


tDance of the Hours (from La 
Gioconda) 


MOZART 
*German Dance, K. 605 


*The Royal Philharmonic Orchestra 


tThe Columbia Symphony Orchestra 
conducted by Sir Thomas Beecham, 
art. 


CFL 1021 









WAGNER 


The Flying Dutchman: Overture 
Tristan and Isolde: Prelude and 
Liebestod 
Die Meistersinger von Niirnberg: 
Prelude to Act 1 
Prelude to Act 3 
Tannhiauser: Overture 


The Bavarian Radio Orchestra 
conducted by Eugen Jochum 


CFL 1023 


DVORAK 
Symphony No. 5 in E Minor, Op. 95 
(From the New World) 


SMETANA 
Vitava (from Ma Vlast) 


The Vienna Symphony Orchestra 
conducted by Karel Ancerl 


CFL 1024 


TCHAIKOVSKY 


Nutcracker Suite, Op. 7la 
Romeo and Juliet—Fantasy Overture 
Marche Slave, Op. 31 


The Vienna Symphony Orchestra 
conducted by Karel Ancerl 


CFL 1025 


BEETHOVEN 
Symphony No. 6 in F, Op. 68 (Pastoral) 


The Royal Philharmonic Orchestra 
conducted by Sir Thomas Beecham, Bart. 


KFR 4003 


for record pleasure 


A product of Philips Electrical Limited, Cramophone Records Division, Stanhope House, Stanhope Place, London, W.2. 





HANDEL 


Music for the Royal Fireworks: 


Bourée 

La Paix (Largo all Siciliana) 
La Rejouissance (Allegro) 
Minuet I 

Minuet II 


The Hague Philharmonic Orchestra 
conducted by Willem van Otterloo 


CFE 15013 


BRAHMS 


Hungarian Dance No. 5 
Hungarian Dance No. 6 
The Bartered Bride—Polka and Furiant 


The Vienna Symphony Orchestra 
conducted by Rudolf Moralt 


CFE 15017 


HANDEL 


Excerpts from “‘Water Music”: 
Air 
Bourée 
Hornpipe 
Allegro moderato 
Air 
Minuet 
Andante—allegro 
Alla Hornpipe 


The Hague Philharmonic Orchestra 
conducted by Willem van Otterloo 


CFE 15020 
WEBER 
Overture: Der Freischiitz 
Overture: Oberon 
New York Philharmonic 
conducted by George Szell 
CFE 15021 
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Year from. Philips 





ABL 3220 MOZART ABL 3233 VIVALDI 
Casals Festival at Perpignan: Monumenta Italicae Musicae: 
Piano Concerto No. 22 in E Flat, K. 482 Concerto Alla Rustica for Strings and 
Rudolf Serkin (Piano) Continuo in G 
The Perpignan Festival Orchestra Concerto with Violin and ’Cello Obligato, 
conducted by Pablo Casals Strings and Continuo in B Fiat 


Concerto for Strings and Sad ll in C Minor 
Concerto for ’Cello, Strings and Continuo in 
C = oe Two Violins, S d 
soncerto for Two Violins, Strings an 
BEETHOVEN Continuo in A Minor, Op. 3, No. 8 
Enzo Altobelli (Cello) 





; Twelve Variations in F on ‘Ein Madchen Roberto Michelucci (Violin) 
oder Weibchen’ from Mozart’s “Die Zauberflite” Anna i Violi 
, Rudolf Serkin (Piano) I a etnies 





Pablo Casals (’ Cello) 


ABL 3234 BACH ABR 4070 HAYDN 
Concerto No. 1 in D Minor for Piano and Quartet in E Flat, Op. 76, No. 6 
String Orchestra, BWV 1052 Quartet in D, Op. 76, No. 5 


Glenn Gould (Piano) 

The Columbia Symphony Orchestra 
conducted by Leonard Bernstein 
Partita No. 5 in G, BWV 829 
Partita No. 6 in E ‘Minor, BWV 830 


Glenn Gould (Piano) SBL 5218 RIMSKY-KORSAKOV 
| Seiieenen de —Grenghotis Satta, Op. 35 


The Budapest String Quartet 





Capriccio Espagnol, Op. 3 
The Philadelphia Orchestra 
conducted by Eugene Ormandy 


ABL 3212 MOZART 


String Quartet in D, K. 593 
String Quintet in E Flat, K. 614 
— ~w sg Strin owe 
- ; 
a a oe SBR 6216 WEBER 





ro we oe ng “* Der og > erg ' 
iktoria! der Meiser soll leben (Act 1) 
ABL 3223 BEETHOVEN “— oo trag ich nicht die Qualen-Darch 
Cello Sonata No. 3 in A, Op. 69 Hier ~ ee ne (act 1 
Cello Sonata No. : in C, Op. 102, No. 1 Schweig’! damit dich niemand warnt (Act 1) 
Pablo —— ( a 0) Kommt ein schlanker Bursch gegangen (Act 2) 
Radolf Serkin (Piano) Und ob die Wolke sie verhiille (Act 3) 
Einst traumte meiner sel’gen Base (Act 3) 
Wir winden dir den Jungerfernkranz (Act 3) 
Was gleicht wohl auf Erden (Act 3) 
ABL 3235 MOUSSORGSKY Gre Brouwenstijn (Soprano) 
Waldoun Ree oy comma Walter Berry (Bass) 
alidemar entt (7enor) Walter 
: sew te me he. bee 5 ay The Vienna State Opera Chorus 
1. Prologue The Vienna Symphony Orchestra 
2. Coronation Scene conducted by Heinrich Hollreiser 
| 3. Monologue of Boris 
4. Hallucination Scene 
| 4 nom J ' 
. Pimen’s Tale 
; 7. Farewell of Boris GBR 6517 MOZART 
8. Death of Boris 
‘ Ezio Pinza (Bass) Piano Concerto No. 20 in D Minor, K-. 466 
} The Metropolitan Opera Chorus and Clara Haskil (Piano) 
Orchestra, New York The Vienna Symphony Orchestra 
\ conducted by Emil Cooper conducted by Bernhard Paumgartner 
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GBR 6523 TCHAIKOVSKY ABE 10080 SCHUMANN 
Piano Concerto No. 1 in B Flat Minor, Op. 23 Scenes from Childhood, Op. 18 
Alexander Uninsky (Piano) (Kinderscenen) 
The Hague Philharmonic Orchestra Clara Haskil (Piano) 


conducted by Willem van Otterloo 


GBR 6525 MOZART . 
ABE 10081 DVORAK 





Symphony No. 35 in D, K. 385 (Haffner) 





Symphony No. 31 in D, K. 297 (Paris) Slavonic Dances, Op. 72: 

The Royal Philharmonic Orchestra No. 7 in C 

conducted by Sir Thomas Beecham, Bart. No. 5 in B Flat Minor 
No. 3 in F 
No. 1 in B 

, GBR 6528 HANDEL The Cleveland Orchestra 

conducted by George Szell 

Messiah: 


: And the Glory of the Lord. 
: But Who May Abide. 
: O Thou that Tellest Good Tidings to Zion. 


Hallelujah! ABE 10088 VERDI 

I Know that My Redeemer Liveth. 

The Trumpet Shall Sound. | La Traviata: 

Worthy is the Lamb: Blessing and Honour. Prelude to Act 1 

Glory and Power be unto Him: Amen. | Prelude to Act 3 

Adele Addison (Soprano) Overture: La Forza del Destino 

Russell Oberlin (Counter-tenor) The Metropolitan Opera Orchestra, New York 
William Warfield (Bass) conducted by Fausto Cleva 





The Westminster Choir 
New York Philharmonic 
conducted by Leonard Bernstein 




















' NBE 11084 
ABE 10044 TCHAIKOVSKY 
Irish Songs, Vol. 2: 
Swan Lake: She Moved Through the Fair 
Waltz (Act 1) The Meeting of the Waters 
Introduction and Scene (Act 2) The Mountains O’ Mourne 
Scene and Dance of the Little Swans (Act 4) Galway Bay 
Final Scene (Act 4) Father Sydney MacEwan 
é The Philadelphia Orchestra Hubert Greenslade (Piano) 
i conducted by Eugene Ormandy Philip Green and his Orchestra 
+ ABE 10046 BEETHOVEN 
: oe from Symphony No. 9 in D Minor, NBE 11087 
p. : 
“Ode To Joy” (Schiller) | Aafje Heynis Sings, Vol. 2: 
Erna Spoorenberg (Soprano) 
Maria von Ilosvay (Contralto) BACH 
— sie tieed Jesus, Unser Trost und Leben 
The Amsterdam Toonkunst Choir BACH 
The Hague Philharmonic Orchestra 
conducted by Willem van Otterloo Auf, Auf ! Mein Herz mit Freuden 
HANDEL 
ABE 10078 MENDELSSOHN Ombra Mai Fu (Largo) 
A Midsummer Night’s Dream: HUB 
4 Wedding March | of we 
a Scherzo Ave Maria 
: Nocturne 
a The Concertgebouw Orchestra Aafje Heynis (Contralto) 
: conducted by George Szell Pierra Palla (Organ and Piano) 


| fy PHILIPS Eg 


LONG-PLAYING RECORDS 





Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. 
Philips are world-renowned makers of Radiograms, Record Players and Record Playing 
Equipment incorporating the world-famous ‘‘Featherweight’’ Pick-up. | 
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‘’m a plug for stereo’ ACOStereo Cartridge Type 71 

will play an important part in 

bringing first-rate stereo sound to many 
thousands of enthusiastic hearers. 

. It fits several well-known makes of pick-up 
arms and plug-in heads, and also serves 


in the conversion of con- 







ventional players 
to stereo.* | 
ACOStereo Turn- | 
over Cartridge 
Type 73 achieves 
superb reproduction 
of all three kinds of 
records—stereo, LP and standard. 
The Type 73 has already been adopted for many 
of the leading makes of pick-ups in 
this country (and abroad). As you would expect 
from Acos, these ACOStereo cartridges, 
too, are reasonably priced, and 
combine top value with top performance. 


*If you are in doubt where Type 71 can 
be fitted, please ask us. 


ARE DOING THINGS IN STYLI 





COSMOCORD LTD WALTHAM CROSS HERTS + TEL: WALTHAM CROSS 5206 (London subscribers please dial WA4 5206) 
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music as Cherkassky, but I must confess that 
these two Mendelssohn pieces are not 
unsuccessful. I shouldn’t be surprised if 
rubato playing becomes a lost art, to be 
re-taught by musicologists in a hundred 
years time like eighteenth century 
ornamentation today. They might do worse 
than use this little record as an example. 
Cherkassky makes the Liebestrdume sound 
better music than I had remembered, and 
the climax is impressive. There’s noticeable 
crackle on my copy of the disc here and 
there, but the piano quality, especially in the 
loud passages, is splendid. R.F. 


AGI JAMBOR. The Harmonious 
Blacksmith (Handel). Minuet. in 
G major (Beethoven). Rondo alla 
Turca (Mozart). Fir Elise (Beet- 
hoven). Spring Song (Mendelssohn). 
Spinning Song (Mendelssohn). 
Traumerei (Schumann). Prelude in 
A major (Chopin). Humoresque 
(Dvorak). Minute Waltz (Chopin). 
Moonlight Sonata (Beethoven) : first 
movement only. Waltz in A flat 
major (Brahms). Clair de Lune 
(Debussy). Prelude in C sharp 
minor (Rachmaninov). Agi Jambor 
(piano). Capitol P8422 (12 in., 30s. 
plus 11s. 83d. P.T.). 


This disc is called ‘‘Introduction to the 
Piano”. It doesn’t say who is being intro- 
duced; not, surely, Agi Jambor. Presum- 
ably someone thinks these are the sort of 
pieces the budding young pianist first gets 
his teeth into, though I never heard of any 
pupil being given the Dvorak Humoresque 
(which is not very well written for the 
piano), while Mendelssohn’s mis-called 
Spinning Song is surely not for beginners. 
However, the idea would be a good one if 
Mme Jambor played these little pieces better. 
She is a great one for pausing on double-bar 
lines, for instance, in the Handel Variations 
(in which she hurries at times) and in the 
Mozart. And she is inclined to bump notes, 
usually the wrong ones. For instance, in 
both the Songs without Words she emphasises 
numbers of unimportant notes and takes 
no notice whatever of Mendelssohn’s 
sforzandi. She is best in some of the quieter 
pieces, such as Traiimerei, which she plays 
without fuss. 


CHORAL AND SONG 


DELIUS. Hassan. Leslie Fry (baritone), 
Arthur Leavins (violin), Frederick 
Riddle (viola), B.B.C. Chorus 
(Chorus Master: Leslie Woodgate). 
North Country Sketches. Both with 
the Royal Philharmonic Orchestra 
conducted by Sir Thomas 
Bart., C.H. Fontana CFL1020 (12 in., 
30s. plus 11s. 9d. P.T.). 


James Elroy Flecker’s play Hassan was 
first performed at His Majesty’s Theatre (as 
tt then was) in September 1923. I was 
present on that occasion and can recall 
Henry Ainley’s fine performance in the 
name part, Fay Compton, equally good, as 
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Pervaneh and the striking effect of Delius’s 
incidental music. Not all of it has worn well 
and today the pseudo-Oriental idiom of the 
choruses of the beggars, the “‘fair and dusky 
beauties’’, and the soldiers, is all too remin- 
iscent of Chu Chin Chow. What is left, most 
of it, is pure Delius, in spite of “oriental’’ 
chromaticism. 

Sir Thomas Beecham gives us the Iniro- 
duction to Act 1, the Serenade—this is played 
twice, the first time as a violin solo, the 
second time (just before the Closing Scene) 
as a viola solo, a very brief Interlude before 
an unaccompanied chorus behind the 
scenes, another chorus for women only, the 
Prelude to Act 3, The Procession of Protracted 
Death (in the horrible torture scene of the 
play), and The Closing Scene with the 
haunting chorus ““We take the Golden Road 
to Samarkand”’, which fades away into the 
distance as the caravan sets out. What is 
played on the disc differs in many respects 
from the piano score prepared by Philip 
Heseltine, as for example in the Introduction 
to Act 1, and I would be interested to know 
why this is so. It is a pity that the sleeve 
note writer, after giving an adequate 
summary of the story, has not done more to 
identify the pieces played with the stage 
action. He gives no hint that it is Hassan 
who serenades Yasmin, a character not 
mentioned in the summary, on his lute. At 
this point I seem to remember that, as the 
melody was played, Ainley declaimed a 
poem to his lady-love, though my score 
says ““Voice, behind the scenes”. Yasmin, 
it may be said, is a worthless little creature 
who deserts her lover for the head 
executioner, but she did at least inspire a 
lovely tune. 


‘The music, I need hardly say, is most 
beautifully played and the singing of the 
B.B.C. Chorus is excellent if inevitably, in 
the unvocalised and loud portions, very 
British. The vocalised choruses, soft and 
distant, are effectively sung and the three 
soloists are very good. Sir Thomas draws 
magical sounds from the orchestra wherever 
the composer gives him a chance, and gives 
as much vitality to Delius’s beggars and 
soldiers as he did to Beethoven’s dervishes 
and janissaries in his recording of the 
incidental music to The Ruins of Athens. The 
recording of the pieces is admirable and the 
effects are well engineered. 


The first side of the disc contains a very 
successful reissue of the 78 discs of North 
Country Sketches, which I reviewed in the July 
1951 number of THE GRAMOPHONE. The 
first two pieces, Autumn—the wind sighs in 
the trees and Winter Landscape, are by far the 
best. There are some good moments in the 
final piece, The March of Spring, but Delius 
is always happiest in slowly moving music. 
The cold glitter in Winter Landscape sounds 
all too realistic at this season—a piece of 
imaginative scoring marvellously realised 
by Sir Thomas Beecham. 


I wish he could induce one of the com- 
panies to record the short opera Fennimore 
and Gerda, which is a small masterpiece, and 
would also be well adapted to broadcasting. 
It is, alas, no use saying that it would offer 
television a perfect vehicle. 
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LISZT. Die Heilige Elizabeth: Es muss 
ein Wunderbares sein. Song: Die 
drei Zigeuner. Eberhard Wachter 
(baritone), Berlin Radio Symphony 
Orchestra conducted by Gustav 
Koenig. D.G.G. EPL30303 (7 in., 
12s. plus 4s. 84d. P.T.). 


Possibly the finest singing at the Bayreuth 
Festival last year came from the young 
Viennese baritone, Eberhard Wachter 
(Amfortas, the Herald in Lohengrin and 
Kothner). We admired him at Covent 
Garden when he came to do Almaviva some 
years ago, but since then his voice has 
become more splendid. In November A.R. 
wrote about this magnificent voice in the 
Fiddler’s Aria from that lovely opera, 
Humperdinck’s Kénigskinder; and now I 
must praise it in this Liszt group. “*Die drei 
Zigeuner” and the St. Elisabeth aria are 
new to the microgroove catalogue (the 
slighter, sentimental ‘“‘Es muss ein Wunder- 
bares sein”’ has been done before). The first 
is a dramatic piece, part declamatory, part 
sustained, with a brilliantly played violin 
solo in the “gipsy”’ style (this orchestral 
version is Liszt’s own). The Landgrave’s 
Hunting Song from St. Elisabeth is somewhat 
less striking. In fact I must own that I 
would not burn to possess either piece for 
my record collection—although I warmly 
applaud D.G.G.’s enterprise in letting us 
hear them, and in letting us hear Wachter, 
for two months running, in something that 
is not just another version of one of the stock 


pieces. A.P. 
LULLY. Dies Irae. Psalm 50, 
“Miserere mei Deus’’. Ethel 


Sussman (soprano), Marie Thérése 
Debliqui (contralto), Bernard 
Plantey (tenor), Jean Mollien (tenor), 
Bernard Cottret (bass), Jean 
Baudry (organ), Lamoureux Con- 
certs Chorus and Orchestra con- 
ducted by Marcel Couraud. D.G.G. 
Archive APM14100 (12 in., 30s. plus 
11s. 9d. P.T.). 


Lully’s church music, for all its peculiar- 
ities of idiom and expression, can sound 
incomparably grand when heard in sur- 
roundings as spacious as those of the court 
chapel at Versailles. One of the most vivid 
concerts I remember from student days in 
Paris was a choral and orchestral programme 
in this very chapel, and to hear the music of 
Lully recreated under such conditions was 
indeed a memorable experience. When the 
same music is performed in the mundane 
surroundings of the Salle Pleyel, as it is in 
this recording, much of the bloom dis- 
appears and we are left with a very thin 
veneer of tone which hardly once suggests 
the sturdy, solid qualities of baroque choral 
writing in France, and the love of five-part 
sonority both vocal and instrumental. 

Couraud, who conducts, knows Lully’s 
style perhaps better than anybody in 
France, and he coaxes splendid attacks and 
firmness of line from his massed musical 
forces. Unfortunately one must set against 
this a sad array of soloists, who may 
possibly be unfamiliar with the idiom 
though this will not excuse the often 
unsympathetic timbre of their voices. This 
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is especially true of Marie Thérése Debliqui 
(contralto) and Bernard Plantey (tenor), the 
latter attempting what are really counter- 
tenor parts and consequently finding things 
rather a strain. The intonation in solos and 
ensembles could be greatly improved. 

The music chosen is excellent, and gives 
us a vivid picture of what Lully was doing 
in the 1660’s with his own special brand of 
French church music. Easy as it is to 
confuse an air by Boésset or Guédron with 
one of Lully’s, there is no mistaking the 
imprint of his strong personality on the 
church music. For this reason alone I 
would suffer the dry acoustic and off-colour 
soloists in this disc, because the personality 
of Lully comes through and the catalogues 
badly need strong personalities. D.S. 


SIBELIUS. Song Recital. Om kvalden, 
Op. 17, No. 6. Var det en drém, 
Op. 37, No. 4. Héstkvall, Op. 38, 
No. 1. Diamanten pa marssnon, 
Op. 36, No. 6. Flickan kom ifran sin 
aldklings méte, Op. 37, No. 5. Arioso, 
Op. 3. Varen flyktar hastiot, Op. 13, 
No. 4. S’en har jag ej fracat mera, 
Op. 17, No. 1. Men min fagel marks 
dock icke, Op. 38, No.2. Pa verandan 
vid havet, Op. 38, No. 2. Den f6rsta 
kyssen, Op. 37, No. 1. Svarta Rosor, 
Op. 36, No. 1. Saf, saf, susa, Op. 36, 
No. 4. Kom nu hit, déd, Op. 60, 
No. 1. Kirsten Flagstad (soprano), 
London Symphony Orchestra con- 
ducted by Oivin Fjeldstad. Decca 
LXT5444 (12 in., 28s. 9d. plus 
Ils. 24d. P.T.). 

Six of the fourteen songs in this very 
interesting recital were orchestrated by 
Sibelius, the rest are scored by other hands : 
but as his piano writing is very often of an 
orchestral nature these orchestral versions 
may be welcomed, except in the case of the 
Shakespearian song Come away death, in 
which the original accompaniment for 
guitar or piano is obviously the right thing. 
Sibelius’s partiality for the low registers of 
the woodwind makes for muddy sound in 
som: of his piano accompaniments and one 
is particularly glad to hear the composer’s 
orchestral versions of Hoéstkvall (Autumn 
Evening) and Pa verandan vid havet (On a 
balcony by the sea) in which, as Kathleen 
Dale says in her excellent sleeve note, “the 
use of the lower woodwind instruments 
lends both these songs a romantically sombre 
colouring’. Only one of the songs here 
recorded was composed originally to 
Finnish words and this one, like all the rest, 
Flagstad sings in Swedish. As Miss Dale 
tells us, Sibelius preferred to set Swedish 
lyric poetry—it is the second language of 
educated Finns—rather than Finnish and 
only a handful of his songs are settings of 
Finnish lyric poetry. 

All but three of the songs are of a 
melancholy or a tragic nature, but in most 
of them the writing is so varied and original 
that, even in hearing the recital straight 
through without break, there is no sense of 
monotony. 

Svarta Rosor (Black Roses), Saf, sdf, susa 
(Sigh, rushes sigh) and Flickan kom ifran sin 
aldklings méte (The maiden returned from her 
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tryst) are well known: the first two have 
been issued here on LP both sung by 
Elizabeth Schwarzkopf (on Columbia 
33CX1404, reviewed in February, 1957) but 
all the rest are new to our catalogues. 


Flagstad is even more successful in this 
recital than in the one she gave us of Grieg’s 
songs (Decca LXT5264) and sings with 
great feeling for the words—which it is 
fascinating to follow in the Swedish texts 
(with English translations) given with the 
disc—and considerable variety of tone. She 
is, not unnaturally, a little tried by a big 
climax at the top of the voice here and 
there—as, for example, in On a balcony by 
the sea—but there criticism ends. In Var det 
en drém? (Was it a dream?) she lightens her 
tone in a remarkable way, and her phrasing 
throughout is exemplary. 


Perhaps the loveliest of all these songs, 
from the melodic point of view, is Den forsta 
kyssen (The first kiss) and Héstkvall, a 
declamatory and descriptive song mar- 
vellously orchestrated, the most remarkable. 
But each of the songs, from the simplest 
strophic ones to the most complex, has its 
own individual beauty and interest. I 
found this, having known before so few of 
Sibelius’s songs, an enthralling disc. May I 
suggest to Decca, who give such valuable 
help to the listener, that it might be worth 
while to number the songs successively on 
the text card and correspondingly on the 
sleeve note. One could thus more speedily 
relate one to the other. The playing of the 
London Symphony Orchestra, conducted 
by Ojivin Fjeldstad, and the recording— 
with an_ excellent acoustic—are both 
admirable. : 
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SIBELIUS. Song Recital. Come away, 
death, Op. 60, No. 1: When that I 
was and alittle tiny boy, Op. 60, No. 2: 
Les trois soeurs aveugles: Im feld ein 
madchen singt, Op. 50, No. 2: Lastu 
lainehilla, Op. 17, No. 7:  Illalle, 
Op. 17, No. 6: Souda, souda, sinorsa : 
Findlandia—Hymni: Drémmen, Op. 
13, No. 5: Varen flyktar hastigt, 
Op. 13, No. 4: Till Frigga, Op. 13, 
No. 6: Flagellek, Op. 17, No. 3: 
Romeo, Op. 61, No. 4: Demanten pa 
marssnén, Op. 36, No. 6: Saf, saf, 
susa, Op. 36, No. 4: Svarta Rosor, 
Op. 36, No. 1. Kim Borg (bass), 
Erik Werba (piano). D.G.G. 
DGM19113 (12 in., 30s. plus 11s. 9d. 
Pek) 

This month, by an odd coincidence, 
brings us two recitals of songs by Sibelius 
and in view of their previously sparse 
representation in the catalogues this is a 
matter of rejoicing. Five of the songs in 
the Flagstad recital reviewed above are 
duplicated in Kim Borg’s recital leaving 
a total, taking the two recitals together, 
of twenty-five out of Sibelius’s hundred 
songs. The duplication provides matter 
for interesting comparison not only as 
between the two singers but between the 
two kinds of accompaniment, for Flagstad 
sings with the orchestra and Borg with 
the piano throughout each of these recitals. 
I must confess that I have had second 
thoughts about some of the orchestral 
accompaniments made by other hands 
than the composer’s, but at least one of 
them Sdf, sdf, susa (Sigh, rushes sigh), 
orchestrated by Hellman, does sound more 
effective than with piano. 





Kirsten Flagstad 


[Decca Photo} 
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The songs on this disc are sung in their 
original languages; those on the second side, 
from Drémmen (The Dream) onwards, are 
all in Swedish. It is a pity that Mr. Borg 
was unaware of the changes in the awkwardly 
fitted English text to the Swedish translation 
of Come away death (as published) made by 
Astra Desmond in her chapter on the songs 
in the Sibelius symposium edited by Gerald 
Abraham (O.U.P.). As it is, the word “‘me”’ 
receives wrong accentuation in the line 

‘and in sad cypress let me be laid’’, and 
there are several other such instances, to all 
of which Miss Desmond proposes sensible 
amendments. She says it is impossible to 
sing When that I was and a little tiny boy to the 
original words as the Swedish text has an 
entirely different metre, but Mr. Borg 
manages to do it all the same! Les trots 
soeurs aveugles (The three blind sisters) comes 
from the Pelléas et Mélisande incidental 
music and seems to lose a good deal with 
piano accompaniment: and I regret that 
space is wasted on the hymn-like tune from 
Finlandia that might have been given to 
another song—let us say Marssnén (March 
Snow), the lovely companion to Demanten 
pa marssnin (The diamond on March 
snow), which Mr. Borg sings here. 

The most striking and beautiful of the 
songs not included by Flagstad are Lastu 
lainehilla (The boat on the waves), JIlalle (To 
evening), Till Frigga (To Frigga) and, 
especially, Flagellek (Allurement). English 
translations of nearly all the songs will be 
found in the Sibelius volume mentioned 
above, but that does not excuse D.G.G. for 
failing to provide them, as Decca did, with 
this disc, and for devoting half of the sleeve 
note to biography and the other half 
merely to a general account of the songs, 
without a single mention of one, let alone 
those recorded. This doesn’t make sense: 
and I do beg D.G.G. to copy Decca’s wise 
policy in the matter. Kim Borg, like 
Flagstad, lightens his big voice wonderfully 
well where that is called for and produces a 
lovely mezza-voce last note in Allurement. 
He sings with greater intensity than 
Flagstad and makes a very dramatic 
climax in Black roses and in Spring soon 
departs: but I prefer Flagstad’s simpler 
approach to Come away death. Mr. Borg, 
like her, gives most musical and distinguished 
performances of the songs and in Erik 
Werba he has a most able and sympathetic 
accompanist, whose playing deserved to be 
better balanced with the voice. It often 
sounds too distant. 

These two recitals will introduce Sibelians, 
and I hope others, to a number of beautiful 
and most interesting songs and should be 
warmly welcomed. A.R. 


TALLIS. Mass in Four Parts. 
Lamentations of Jeremiah the 
Prophet, Sets Iand II. Renaissance 
Singers conducted by Michael 
Howard. Argo RG91 (12 in., 30s. 
plus Ils. 83d. P.T.). 

Lamentations: 
Deller Consort (7/58) PVL7072 
Like many other Londoners, I owe my 
first acquaintance with Tallis’s superb 
setting of the Lamentations to Michael 

Howard and the Renaissance Singers. 
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That makes it all the more unpleasant to 
admit that I found this recording pro- 
foundly disappointing. I have the impression 
that in the ten years since I first heard Mr. 
Howard direct the Lamentations his inter- 
pretation has coarsened and grown stale. 
Certainly there is on this record none of that 
care for the melodic beauty of each 
individual voice-part that used to char- 
acterise his performances. Instead we are 
given an emphasis on diction that ranges 
from the precious to the grotesque. Clarity 
of diction is fairly important, of course, but 
here every other quality seems to have been 
sacrificed to it; and this is all the more 
absurd in that the recording is not by any 
means over-resonant. Tricks of pronuncia- 
tion which may be necessary to produce a 
clear result in cathedral acoustics are here 
revealed in devastating close-up, so that we 
hear, for example, “‘om-e-nes” instead of 
“omnes”. And the treatment of the 
repeated minims to which Tallis sets the 
word “‘Jerusalem”’ in the first lectio is frankly 
vul zar, with its sforzando-subito piano on each 
note. 

The four-part mass on the other side, 
though it is one of Tallis’s least mature and 
interesting compositions, is at least better 
sung. It is preserved in only one source, a 
set of part-books in the British Museum that 
was pretty certainly copied in the reign of 
Mary Tudor. Unfortunately the scribe was 
not particularly careful or intelligent, and 
many of the readings he preserved are 
simply impossible. The editors of the Tudor 
Church Music edition made some sort of 
sense of most of them, but it is a pity that, 
when Argo decided to record this quite 
unrepresentative piece, they did not com- 
mission a new edition. But what is really 
disappointing about this disc is that it does 
no service to the reputation of a fine com- 
poser. The Lamentations are already avail- 
able in a much better version by the Deller 
Consort, and the four-part mass is, as I have 

said, a poor choice to accompany it when 
many fine motets (not to mention the great 
five-part parody mass, Salve intemerata) 
remain unrecorded. Or if it had to be a 
male-voice mass, why not the Mean Mass of 
John Taverner—a work of the most con- 
summate skill and beauty. J.N. 


THE SONGS OF 
MOUSSORGSKY 
Sung by Boris Christoff 


ALP1652. Tell me, Star, where art Thou? The 
joyous hour (Kolzov). Tell me why, O Maid. 
The leaves were sadly rustling (Plesteev) (a). 
I am rich in Palaces (Kolzov). For you, the 
words of Love (Amossov). Kiné Saul ( — 
translated Kolzov) (6). Song of the Old Man 


(Goethe). We parted proudly (Kourochkin). 
The winds are howling (Kolzov) (5). Night 
(Pushkin). Kalistratus (Nekrossov). Balearic 


Sons (Moussoresky). A Prayer (Lermontov). 

ALP1653. The cast-off Woman (1.G.M.). Sleep, Son 
of Peasants (Ostrovsky). Miégnonne (Plesteev). 
Desire (Heine translated Mey). Gopak (Shevchenko 
translated Mev) (b). Savishna (Moussoresky). 
The Seminarist (Moussoresky). 
(Mey). The magpie (Pushkin). 
rooms (Mey). Piruckka (The Feast) (Kolzov). 
The Street Urchins (Moussoresky). The he-goat 
(Moussorgsy). By the River Don (Kolzov). The 
Classic (Moussoresky). The Orphan (Mous- 
sorgsky). A Children’s Sone ( Mey). With Nursey 
(Moussorgsky). Eriomushka’s Cradle Song 
(Nekrassov). 
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ALP1654. The Puppet Show (Moussorgsky). In the 
corner (Moussorgsky). The beetle pale 
With the doll (Moussorgsky). Evening Prayer 
(Moussorgsky). Evening Song Sega sed ? The cat 

**Sailor’’ (Moussorgsky). The hobby-horse 
(Moussorgsky). The forsaken one (Golenistchev- 
Kutusov). thin four walls (Golenistchev- 
Kutusov). Thine eyes in the crowd ne’er per- 
ceived me (Golenistchev-Kutusov). The useless 
day is over (Golenistchev-Kutusov). 
(Golenistchev- Kutusov). El (Golenistchev- 
Kutusov). On the river (Golenistchev-Kutusov). 
Trepak (Golenistchev-Kutusov) (6). 

ALP1655. Cradle Song (Golenistchev-Kutusov) (0). 
Serenade (Golenistchev- Kutusov) (6). Cruel Death 
(Moussorgsky). The misunderstood one (Mous- 
sorgsky). The Warrior Captain (Golenistchev- 
Kutusov) (b). Misfortune (Tolstoi). The Spirit 
of Heaven (Tolstoi). What fellow is fitted for 
- or weaving ? (Tolstoi). ‘rouble (Tolstoi). 
A Vision  (Golenistchev-Kutusov). Master 
Haughty (Tolstoi). The Wanderer (Plesteev). 
On the Dnieper (Shevchenko). Song of Mephis- 
topheles (Gocthe) (bd) 


Accompaniments all by Alexandre Labinsky 
ee except (a) Gerald Moore — and 
(6) French National Radio Orchestra conducted 
by Georges Tzipine. ll songs are sung in 
Russian. Available in a presentation box with 
descriptive booklet giving text. Records cannot 
be purchased separately. H.M.V. ALP1652-5 
(tour 12 in., £9 16s. iaclusive of book]. t). 

Just over forty-five years ago, sitting in 
the pit—which was not more than three- 
quarters full—of Drury Lane Theatre, I 
saw the curtain rise on the first performance 
of Boris Godunov in this country. We had 
been led to expect great things of the 
Russian artists—Chaliapin, of course, in 
particular—and of the music: but opera, 
artists, and production, surpassed the 
highest expectations. I forthwith deter- 
mined, coming away from the theatre on 
that unforgettable evening, to acquire as 
much of Moussorgsky’s music as I could. 


About thirty-five of the songs had been 
published then, with English, French, and 
German words, and they astonished me with 
their range and variety: but it was not 
possible until the end of the 1914 war to 
hear them sung, and even then Chaliapin, 
who gave his first song recital at the Royal 
Albert Hall in 1921, only included five of 
them in his repertoire and, I think, never 
recorded many of them. It was a matter of 
luck which, if any, of the five songs you 
heard as Chaliapin’s repertoire of seventy- 
seven songs was printed, with English texts 
only, in a booklet you bought instead of a 
programme, and he called out the numbers 
and titles of the song (coached by the 
indispensable Fred Gaisberg) that he felt 
like performing. In later years Vladimir 
Rosing, who had more artistry than voice, 
sang a much larger number of the songs: 
but only now do we have a chance of hear- 
ing almost the complete collection on these 
four discs. 

I make the qualification as there seem to 
be two songs missing. The first is the version 
of Heine’s Aus meinen Tranen spriessen made 
by M. Mikhador and composed in 1866, the 
same year as the Heine song Ich wollt meine. 
Schermzen ergéssen (in Mey’s translation), 
which is on the first side of ALP1653. The 
other song, only listed in Oskar von 
Riesmann’s book on the composer (pub- 
lished in 1936), You drunken old beast (An 
adventure of Pakhomitch), is said to be a 
‘“‘low-comedy” number addressed by a 
village scold to her faithless husband. It, 
also, was composed in 1866. The author 
states that the song was to be published, in a 
photographic facsimile, by the Russian 
State Publishing Office. It seems highly 
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unlikely that Boris Christoff could have 
missed seeing these songs, and if this review 
comes to his notice it would be very interest- 
ing if he could throw light on the matter. 

The songs are arranged on the discs in 
chronological order, a proceeding that has 
the disadvantage of interrupting the 
sequence of songs in the cycles later 
arranged by the composer, The Nursery and 
Songs and Dances of Death. In this matter 
scholarship might perhaps have given way 
to convenience. 

The splendidly produced brochure— 
booklet is too meagre a word here—contains 
four essays, by Guido Panain on the com- 
poser as a writer of songs, by Joseph Kessel 
on the man, and by Vladimir Fedorov on 
the discovery in 1908 of an autograph 
manuscript of the first eighteen songs, and 
by Boris Christoff on the carrying out of his 
tremendous task and the reasons that led 
him to it. There are Russian, English, 
French and Italian texts of the songs, and 
Mr. Christoff has given biographical and 
analytical commentaries on each of the 
songs, which are most interesting and 
valuable. The cover has on it a reproduc- 
tion of Repin’s famous picture of Mous- 
sorgsky, painted eleven days before his 
death on March 18th, 1881. Inside the 
brochure are many reproductions of manu- 
scripts, Repin’s cover design for the first 
edition of The Nursery cycle, of the drawings 
that were the original inspiration for Songs 
and Dances of Death, and some fine photo- 
graphs of Christoff as Boris and Dositheus, 
etc. If this review is to be of reasonable 
length I cannot write much about the songs, 
as such, but must devote my space to 
Christoff’s performance of them. 

Suffice it to say that the songs fall, 
roughly speaking, into three groups. The 
first group are of those that deal with 
Russian peasant life. Moussorgsky spoke of 
““playing on strings that ordinarily elude the 
touch, and which no one else has sounded”’ : 
and he has indeed expressed the very soul of 
the people with whom he felt such a close 
affinity in a life full of loneliness, poverty, 
illness, and misunderstanding. The next 
group are the two cycles mentioned above 
and the Sunless cycle, and then come the 
Satirical songs (such as The Seminarist) in 
which the actual musical material is much 
slighter. The many songs that are left 
cannot be classified : some are love songs, a 
few of them autobiographical in character, 
others are varied scenes of Russian life, and 
so forth. 

Christoff, let it be said at once, carries 
through his tremendous task magnificently, 
bringing each character and scene before us 
most vividly, using a wonderful variety of 
tone and inflexion, and making us feel that 
he has reached the heart of all these songs. 
He is aided by a first-class accompanist in 
Alexandre Labinsky, who shows himself the 
perfect partner in the enterprise. I wish, by 
the way, something had been said about 
Moussorgsky’s own accompanying and 
singing of his songs. Stassov has described 
it in his life of the composer, in which he 
says: “Moussorgsky had no equal as an 
accompanist, especially when he himself 
was the singer; his audience were invariably 
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carried away by the unparalleled sincerity, 
naturalness, elegance, simplicity and 
humour that flowed from him”’, 


In one matter only, in this great inter- 
pretative achievement, is Christoff’s art 
defeated, by nature. He fines his voice down 
to a thread in The Nursery cycle, but 
inevitably he sounds more like a childish 
old man than the small child of Mous- 
sorgsky’s poems. The same, no doubt, could 
be said of the composer’s own performance, 
but he was seen, and that is the point. On 
the platform Christoff might carry off the 
illusion: he very nearly does so here in The 
Hobby Horse, which is brilliantly sung. One 
needs also to see, or rather imagine, his 
expression in The Classic, a satirical song 
that guys a complacent critic. On the other 
hand he gives us a complete view of the 
seminarist, in the comic song of that name, 
torn between love and Latin. Christoff is 
superb in all the peasant songs. Three of 
these, at least, are among the greatest 
Moussorgsky ever wrote : Eriomushka’s Cradle 
Song, Sleep, Son of Peasants and The Orphan. 
The heart-rending poverty, “‘the weeping 
of complete despair”, as the singer des- 
cribes it, in the first of these songs is 
unbearably poignant when sung so superbly 
as this. The Orphan, a picture of a barefoot 
ragged boy begging from a “ gentleman’”’, 
ends on an unresolved cadence, making 
one see that the man has passed the boy 
by without a glance. 


Christoff is equally successful in the 
picture of a different sort of boy, the Street- 
Urchin, who gets well beaten for mocking 
an old woman, and in that of an ugly 
young man like the simpleton in Boris, 
rejected with contempt in this song, 
Savishna, by a beautiful and heartless girl. 
In less committed songs such as Evening and 
The Spirit of Heaven Christoff displays his 
beautiful tone and legato. These songs 
are among the most melodious in the 
collection but finer musically is On the 
River, the last song of Sunless, in which both 
voice and piano paint an ineffably sad but 
lovely picture of a lonely man who feels 
that peace could only be found beneath 
these waters. 

And so one could continue, if there were 
space, commenting on Christoff’s inter- 
pretations of each song. He makes even 
the less good songs interesting and I was 
conscious of little monotony going steadily 
through the entire collection of sixty-three 
songs. 


I regret the use of the orchestra in Songs 
and Dances of Death, and occasionally else- 
where, for not only is it a shock to be 
switched suddenly from piano to orchestra 
and back, but what one can hear of the 
orchestration does not sound the sort of 
way the composer would have done it. 
It may be said that a poor balance puts the 
orchestra well in the background but the 
balance between voice and piano if not 
ideal is adequate. 


At the moment the four discs are not 
sold separately but I hope, as in the case 
of the Rubinstein Beethoven piano con- 
certo recordings, they may be obtainable 
in this way later on. Those who are able 
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to sample this set may be advised to try 
ALP1653 first of all. 

Finally I must congratulate not only 
Boris Christoff and Alexandre Labinsky 
and Gerald Moore who accompanies the 
fourth song, but also H.M.V. on a great 
achievement that does all of them honour. 


OPERATIC 


AUBER. Fra Diavolo: 
Felsenhoéh’n” ; “ Nur 
Mylord”’. 

MAILLART. Das Gléckchen des 
Eremiten: “Er liebt mich’. Rita 
Streich (soprano), Berlin R.I.A.S. 
Orchestra conducted by Kurt Gaebel. 
D.G.G. EPL30299 (7 in., 12s. plus 
4s. 84d. P.T.) 

D.G.G. is not always at its best in the 
matter of sleeves and titles. For instance, 
a little imagination might have been used 
on behalf of English buyers and the 
information given that Aimé (not Ainé) 
Maillart’s operetta, which the Germans call 
The Hermit’s Bell, we—with the French— 
call Les Dragons de Villars. This, in short, 
is Rose’s song “I] m’aime”’ in the third 
act and very pretty too, beginning some- 
thing like “‘Come per me sereno” and 
ending more like “‘Je t’adore, brigand’’. 
Rita Streich sings it in German, and quite 
delightfully, with the right caressing quality 
(which alas it is so unlikely to get from a 
French Rose today). 

Zerline, the minx of the Auber opera, 
has more songs in the 1851 revision of the 
work than in the original score. The first 
here is the “‘Voyez sur ce rocher’”’ (which 
features in the overture) a landerlerish 
tune, most fetching. Zerline describes the 
deliciously exciting bandit. Excellent 
recording, unskimped. The last band will 
be more familiar; it ends with a very 
pleasing trill and effortless upward swoop. 

P.H.-W. 

MOUSSORGSKY. Boris Godunov: 
Prologue; Coronation Scene; Mono- 
logue of Boris; Hallucination Scene; 
Polonaise; Pimen’s Tale; Farewell of 
Boris; Death of Boris.. Ezio Pinza 
(bass), Chorus and Orchestra of the 
Metropolitan Opera, New York 
conducted by Emil Cooper. Philips 
ABL3235 (12 in., 30s. plus Ils. 9d. 
Felek 

These Pinza discs—originally an American 
Columbia album, recorded soon after the 
war—got a bad press from Mr. Lionel 
Dunlop when in a recent number of Opera 
he considered the various Boris Godunov 
recordings. I agree with him that they do 
not add anything to Boris interpretations; 
and also that they “show a great artist past 
his prime in an unusual role’”’. But there is 
interest in that, and Pinza was not so much 
past his prime when he made them that he 
could not give us sonorous and expressive 
singing. ‘The presence of Emil Cooper 
on the rostrum also ensures a_ certain 
authenticity of style; for M. Cooper, of the 
Imperial Opera House, Moscow, also con- 
ducted the Chaliapin performances of Borts 
at Drury Lane in 1914. However, this is 
definitely a record for those who are 
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ITALY au 


_ INGE BORKH, RENATA TEBALDI, 
A la barcillunisa; Nota di li lavannari; 


MARIO DEL MONACO, etc 
A la vallelunghisa; Muttétti dilu paliu; with The Chorus and Orchestra of 
Chiovu ‘abballati’; Cantu a Timtni; Firenze sogna; , aa ; 
| ’A canzone ’e Napule; Chitarra romana; ts . at ta Cecilia, Rome 
Parlami d’amore Marit; Munasterio 


4 conducted by ALBERTO EREDE 
’e Santa-Chiara; Ti voglio tanto bene & 





in presentation bor with illustrated book of notes. 
(Italian/English libretto 4/-) 





Non-stereo: LXT 5485. 
Stereo: SXL 2083 
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Stereo: SXL 2078/80 
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WILLI BOSKOVSKY 


conducting 
The Symphony of the Air | 


VIENNA 
conducted by cog PHILHARMONIC 
sonny eetee ' JOHANN STRAUSS 

CONCERT 


Beethoven 


; 








Over there; Sei morta neita mia vita; 
Luna d’estate 
with ‘Antonio Scotti, 2Galli-curei, 


THREE BALLETS Perini and de Luca, 3 Louise Homer, 


RECORDED BY é ‘Tite Buffo 
-RB-16128 


L°ORCHESTRE DE LA 
SUISSE ROMANDE 


conducted by 


ERNEST ANSERMET 








Delibes 
(Complete 


Stereo: SXL 2084/5 Non-stereo: LXT 5342 3 


Rimsky-Korsakov 


Stereo: SXL 2086 Non-stereo: LXT 5082 





ROSAMUNDE, hee ert. 
THE — 
PuILHARMONIC oRCH 


Stravinsky 


Stereo: SNL 2042 Non-stereo: LXT 5388 


R E C O R D S Mi A G A y I N E Now in a new form. 16 pages of pictures and features. 


Complete details of all Decca-group stereo and non-stereo releases. Full colour. 


Your monthly guide to good record buying. Sirpence from your dealer. 
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CONDUCTS WAGNER, Vol.1 
TRISTAN UND ISOLDE: Prelude and Liebestod; 


GOTTERDAMMERUNG: ‘Siegfried’s Rhine journey; 


PARSIFAL: Prelude; Good Friday music 


conducting THE NBC SYMPHONY ORCHESTRA 
RB-16135 


SWAN LAKE Excerpts Tchaikovsky 
ROYAL OPERA HOUSE ORCHESTRA 
- eonducted by JEAN MOREL 

Stereo: SB-2012 #Non-stereo: RB-16070 
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NEW 
FLAGSTAD 
DECCA EPs Wagner 


LOHENGRIN—Elsa’s dream; 
AND 1 QO” sagged se sah’ das Kind 


LPs The Vienna Philharmonic Orchestra 


conducted by HANS KNAPPERTSBUSCH 
CEP 573 


CESARE SIEPI 

Mozart: DON GIOVANNI—Catalogue 
HIGHLIGHTS FROM aria; Deh, vieni alla finestra; 
DIE ZAUBERFLOTE Mozart with The Vienna Philharmonic Orchestra 
BERRY, SIMONEAU, GUEDEN, conducted by JOSEF KRIPS 


BOEHME, LIPP, Verdi; ERNANI—Che mai veggio . . . 

LOOSE, etc. Infelice! e tuo credevi; 

with The Vienna State Opera Chorus Meyerbeer: LES HUGUENOTS—Piff! paff! pouff! 
and The Vienna Philharmonic Orchestra with The Sta. Cecilia Academy Orchestra 


conducted by KARL BOHM conducted by ALBERTO EREDE 
LW 5343 CEP 574 


VIOLIN CONCERTO BRANDENBURG 

No. lin D, Op.6 Paganini CONCERTO No. 3inG Bach 

RUGGIERO RICCI FUGUE IN A MINOR (BWV 947) Bach 

with The London Symphony Orchestra THE STUTTGART CHAMBER ORCHESTRA 
conducted by Anthony Collins conducted by KARL MUNCHINGER 


LW 5344 CEP 576 


PIANO CONCERTO VIENNA HOLIDAY 
No.2inA Liszt J. Strauss 
JULIUS KATCHEN RADETZKY MARCH; ANNEN POLKA; 
TRITSCH-TRATSCH POLKA; 
LEICHTES BLUT POLKA 4 
THE VIENNA PHILHARMONIC ORCHESTRA 

, conducted by HANS KNAPPERTSBUSCH . 
LES SYLPHIDES Chopin CEP 577 a 
THE PARIS CONSERVATOIRE ORCHESTRA 
conducted by PETER MAAG 
LW 5347 


with The London Philharmonic Orchestra 


conducted by Ataulfo Argenta 
LW 5346 


NORMA—OVERTURE Bellini 
LINDA DI CHAMONIX— 
OVERTURE Donizetti 


LES PETITS RIENS Mozart THE ORCHESTRA OF 
THE STUTTGART CHAMBER ORCHESTRA IL MAGGIO MUSICALE FIORENTINO 


conducted by KARL MUNCHINGER conducted by GIANANDREA GAVAZZENI 
LW 5345 CEP 578 


THE DECCA RECORD COMPANY LTD DECCA HOUSE ALBERT EMBANKMENT LONDON SE11 
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interested in Pinza, rather than for those 
interested in Boris: and as a single-disc 
selection from the opera does not really rival 
H.M.V. ALP1323 (though that, as I pointed 
out in my review, has some concealed cuts 
in the extracts listed). 

The performance is sung in Italian (““Ho 
il poter supremo”, etc.), so clearly that, 
with the English translation as guide, one 
can follow it without undue difficulty. And 
I own that there is a real pleasure in being 
able to follow and understand the words 
that are being said. In the Prologue, the 
solo passages for the Police Officer and 
members of the crowd, are taken chorally, 
and Shchelkalov’s address is cut, as is the 
off-stage approach of the pilgrims. Pinza 
makes rather little of the graphic close to the 
Monologue, the bit where the child “‘con le 
manine invoca grazia’’; on the other 
hand, he continues to voice the Clock Scene 
through to the close, not using too much 
parlando. It is all expressive singing, with a 
good deal of majesty in it as well as deep 
feeling; though less commanding than 
Chaliapin’s, less dramatic than Christoff’s. 

A.P. 


MOZART. The Marriage of Figaro: 
“Voi che sapete’’; “‘Non so pitt cosa 
son”’, 


PUCCINI. La Bohéme: “‘Si, mi chiamano 
Mimi”. Gianni Schicchi: “O mio 
babbino caro”. Adele Leigh (sop- 
rano), with Orchestra conducted by 
Emmanuel Young. Philips BBE12224 
(7 in., 9s. 3d. plus 3s. 74d. P.T.). 

This pretty singer has many fans who, I 
am sure, would like to have a record of her 
art. The trouble about choosing such very 
well known pieces is that inevitably com- 
parisons leap to mind. These are not always 
favourable to Miss Leigh. But her singing is 
often very appealing and never soulless or 
inexpressive. Also, the timbre is really 
agreeable all the way through. If there are 
faults they are mostly of line, a little bumpy 
in the Mozart and a little stretched in the 
sterner soaring effects in Puccini—the end 
of “O mio babbino caro’’, for instance, 
made me say, “Good _ effort — very 
nearly .. .”. I would have applauded in 
the concert hall, but the cupboard contains 
versions of the little song sung rather better 
by others. The orchestral support is 
adequate; so is the recording. P.H.-W. 

(Both “* O mio babbino caro ” and ‘ Voi 
che sapete’”’ are also available on Philips 
PB887—45/78 r.p.m.) 


OFFENBACH. The Tales of Hoffmann : 
‘Die Mutter, meine Mutter’; “Leise 
tént meiner Stimme Klang’’; ‘‘Leuchte 
heller Spiegel mir”. Anny Schlemm 
(soprano), Grace Hoffman (mezzo- 
soprano), Otto Wiener (baritone). 


THOMAS. Mignon: “Ihr Schwalben in 
den Liiften’’. Anny Schlemm 
(soprano), Toni Blankenheim (bass). 
Both with Munich Philharmonic 
Orchestra conducted by Ferdinand 
Leitner. D.G.G. EPL30276 (7 in., 
12s. plus 4s. 84d. P.T.). 

This seems to be, as far as The Tales of 

Hoffmann trio is concerned, a reissue, but the 
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only available version in excerpt of the 
scene between Miracle, Antonia and the 
ghost of the mother singing in the picture. 
I like it, even in German, even when not 
more than pedestrianly sung—though Frau 
Schlemm obliges with a nice alt at the end 
and Miss Hoffman, the American mezzo, 
seems in more ways than one well qualified 
for being “in the picture”. ‘The Mirror 
Song, “‘Scintille diamant’’, for Dappertutto 
is quite well done. 

The duet for Mignon and crazy old 
Lothario is usually called “Le duo des 
hirondelles”’ and it is an artless little duet 
about swallows of the kind which Thomas 
well knew fond French papas could sing at 
the piano with their daughters. Except that 
it is in German rather than French, there is 
nothing to be said against this little perform- 
ance. But how much in favour? I leave it 
to you: Mignon seems to me to have a 
certain number of real little inspirations 
(“Connais tu”? among them) but I could 
easily forget this. P.H.-W. 


LOVE DUETS. La Sonnambula 
(Bellini): ‘‘Prendi l’anel ti dono’’. 
Lina Pagliughi (soprano), Ferrucio 
Tagliavini (tenor). Adriana 
Lecouvreur (Cilea): “La dolcissima 
effigie’. Carla Gavazzi (soprano), 
Giacinto Prandelli (tenor). Andrea 
Chénier (Giordano): ‘“‘Udite! Sono 
sola!; “‘Vicino a te... La nostra 
morte’. Renata Tebaldi (soprano), 
José Soler (tenor). La Gioconda 
(Ponchielli): “La giu nelle nebbie 
remote’. Fedora Barbieri (mezzo- 
soprano), Gianni Poggi (tenor). La 
Bohéme (Puccini): “‘O soave fanci- 
ulla”. Rosanna Carteri (soprano), 
Ferrucio Tagliavini (tenor). Manon 
Lescaut (Puccini): “Tu, tu, Amore?” 
Clara Petrella (soprano), Vasco 
Campagnano (tenor). Cetra LPC 
50178 (12 in., 30s. plus 11s. 9d. P.T.). 


Some of these are old friends. I par- 
ticularly like Tagliavini and Pagliughi in 
Bellini and the Duke with Gilda scene from 
Rigoletto. Beautiful singing. Prandelli, the 
tenor in the Decca Bohéme, sings sturdily as 
Maurice to Carla Gavazzi’s richly vibrant 
Adriana—this is a sugary duet, but it’s the 
only version available pro tem (though 
Corelli has made the “male” side of it). 
Two Chénier duets are too alike (one repeats 
the other) and on the whole the version on 
Decca with Del Monaco and Tebaldi, 
rather than with this Spanish tenor, is to be 
preferred; she in either case singing 
strongly and very much the same. But the 
Decca recording is fresher. The little love 
scene from La Gioconda is quite decently 
done: but though Carteri and Tagliavini 
are expert Bohemians, I know many better 
versions of the Puccini duet, and the record- 
ing is not of the richest. Clara Petrella is an 
exciting Manon Lescaut in the grand duet, 
but her chevalier makes poor comparison 
in his bumpy line and forced upper register 
with our Richard Lewis (see above) in this 
role. On this band the recording had a 
certain depth. 

This is a mixed bag and the standard 
varies from band to band, but there is a lot 
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to enjoy in a heady, pumped up sort of way, 
and to those who buy “‘love duet” by the 
12-inches I would not shake any minatory 
finger. At least it is something to change 
partners occasionally and not have the 
same two lovers yelling all the time as on 
those Tebaldi—Del Monaco “plum and 
plum again”’ concerts. P.H.-W. 


*CARLO BERGONZI. Aida (Verdi): 
“Celeste Aida’”’. Luisa Miller 
(Verdi) : “‘ Quando le sere al placido”’. 
La Forza del Destino (Verdi): 
**O tu che in seno agli angeli”. 
Trovatore (Verdi): “Ah! si, ben 
mio”. Un ballo in Maschera 
(Verdi): “‘ Mase m’é forza perderti ”’. 
L’Africaine (Meyerbeer): ‘‘ O Para- 
diso”’. Andrea Chénier (Giordano) : 
** Come un bel di di maggio ”’. Adriana 
Lecouvrer (Cilea): ‘* La dolcissima 
effigie”®; ‘*L’Anima ho stanca’”’. 
Tosca (Puccini): “ Recondita armo- 
nia’; ‘* E lucevan le stelle’. Manon 
Lescaut (Puccini): ‘‘ Donna non 
vidi mai”. Carlo Bergonzi (tenor), 
Orchestra of the San _ Cecilia 
Academy, Rome, conducted by 
Gianandrea Gavazzeni. Decca 
Stereophonic SXL2048 (12 in., 28s. 9d. 
plus lls. 24d. P.T.). Monophonic: 
LXT5407 (3/58). 

As present-day Italian tenors go, [Carlo 

Bergonzi is one of the best, and his recital 

can give pleasure. But it is scarcely on a 

supremely distinguished imaginative or 

artistic level. I can’t imagine anyone who 
feels like hearing ““O tu che in seno” or 

“Ah si, ben mio” getting Bergonzi down 

from the shelves if they have Martinelli; or 

thinking that he may rival Schipa in 

“Quando le sere’, or Gigli in ““O Paradiso”’. 
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Carlo Bergonzi [Decca Photo] 
I slightly prefer the monophonic disc, 
finding something hollow in the sound of 
the stereo version until it is turned up well 
beyond comfort-level. 
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Sir John Barbirolli with Lenora Lafayette and Richard Lewis during the recording of the Puccini 


Love Duets in the Free 


PUCCINI. La Bohéme: “Si sente 
meglio?’”. Madame Butterfly: 
““Viene la sera”. Manon Lescaut: 
“‘Dunque questa lettiga?”’; “Tu, tu, 
amore?”’. Tosca: ‘“E lucevan le 
stelle”. Lenora Lafayette (soprano), 
Richard Lewis (tenor), Hallé 
Orchestra conducted by Sir John 
Barbirolli. Pye CCL30142 (12 in., 
28s. 9d. plus 11s. 23d. P.T.). 

There is much more on this record than 
you might guess from the listing above. 
Side one is the whole of the second act love 
duet from Manon Lescaut, in some ways 
Puccini’s most beautiful duet and certainly 
most welcome here. This is followed by the 
whole of the lovers’ scene (not merely the 


duet) from the end of Bohéme Act 1 and |. 


takes in his “‘Che gelida” and her “‘Si, mi 
chiamano Mimi” first. The Butterfly is what 
you normally do get as the “‘duet’’, but in 
the Tosca the tenor’s lament is followed up 
by the whole scene in which Cavaradossi 
and Tosca talk over the awful past and the 
radiant future, up to the unaccompanied 
passage in octaves. 


Here are two superb voices and conduct- 
ing which, in the Manon Lescaut duet 
especially (where there is less competition), 
is instinctively right and exciting. Those 
who are used to the all out Italian Rudolfs 
may find Mr. Lewis, not lacking in power 
certainly at the climaxes, but too gently 
lyrical. He uses, and so does the soprano, 
an intrusive “h’” now and again (e.g. 

m’hahmi” for “‘mami’’, ¢tc.), but generally 
the singing is rich, strong and expressive. I 
wish I could say the string tone as recorded 
really had the right glow; the actual 
balance vis ad vis the soloist at climaxes is 
often rather sketchy as if knobs were being 
turned up too late, e.g. when Rudolf “gets 
going”’ in his solo. I’m afraid this means 
that the scene comnares ill with the same 
under Beecham (with De Los Angeles and 
Bjérling). It is lack of glow, depth and 
presence in the orchestral part of it that I 
miss too in the Butterfly duet, though Miss 
Lafayette is always beautiful to listen to. 


Trade Hall, Manchester 


(Pye Phcto) 


She can well compete with the Italians. 

But as the verdict as a whole has to be 
that the performances are not, as records, 
quite as impressive as the best available else- 
where, would it not be nice to signal these 
performances being in English? Or do 
you in fact always prefer Puccini in Italian 
even by non-Italians and not any more even 
want high-powered performances in Eng- 
lish? 


I think at any rate that these are authentic 


enough to satisfy many tastes. You should 
however try hearing them for quality. 
.H.-W. 


WEBER. Der Freischitz—-excerpts. 
Gré Brouwenstijn (soprano), Rosl 
Schwaiger (soprano), Waldemar 
Kmentt (tenor), Walter Berry (bass), 
Vienna State Opera Chorus, Vienna 
Svmphony Orchestra conducted by 
Heinrich Hollreiser. Philips SBR 
6216 (10 in., 18s. 3d. plus 7s. 14d. 
P.T.). 


“Viktoria! der Meister soll leben”’: ‘‘Nein, linger 
trag ich nicht die Qua'en ... Durch die WAlcer 
durch die Auen”’: ‘‘Hierinird’schen Jammertale’’: 
“Schweie! damit dich niemand warnt’’: ‘‘Kommt 
ein schlanker Bursch gegargen”: “Und ob die 
Wolke sie verhiille’: ‘“‘Einst traumte meiner 
sel’gen Base”: “Wir winden dir den Jurgfern- 
kranz”’: “Was gleicht wohl auf Erden”. 


This selection has seven pieces in common 
with the “synthetic” abridged Freischii'z on 
D.G.G. DGM19013 (reviewed 7/56, p. 58), 
with Schlemm, Streich, Windgassen and 
Uhde. It does not have the Overture, 
“‘Leise, leise’’, or the Entr’acte, but in place 
of these it has the introductory chorus and 
the repetitive bridesmaids’ chorus. 
D.G.G. is a celebrity-priced 12-inch, and this 
one is a low-priced 10-inch: so if anyone is 
looking for an abridged Freischii'z, this new 
Philips is an evident choice. “Leise, leise’’, 
the only serious omission, can always be 
supplied from some other source (H.M.V. 
might consider Tiana Lemnitz’s discs of the 
two Agathe pieces as a reissue). Brouwen- 
stijn makes a beautifully steady Agathe; 
Rosl Schwaiger is just the sort of Aennchen 
you get in most German performances (not 
as good as Streich). Kmentt is a robust Max, 


But the 
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and Walter Berry produces a most sur- 
prising depth of dark, sinister tone as 
Caspar. 
SULLIVAN. H.M.S. Pinafore. 
The Rt. Hon. Sir Joseph Porter, s.C.B. 
George Baker (bar.) 
John Cameron (bar.) 
Richard Lewis (ten.) 
Owen Brannigan (bass) 
{ James Milligan (bass-bar. } 
John Cameron (bar.) 
——_ Milligan (bass-bar.) 
Owen brannigan (bar.) 
Elsie Morison (sop.) 
eve Marjorie Thomas (cont.) 
Little Buttercup Monica Sinclair (cont.) 


Glyndebourne Festival Chorus 
(Chorus Master: Peter Gellhorn), 
Pro Arte Orchestra conducted by 
Sir Malcom Sargent. H.M.V. 
ALP1650-1 (two 12 in., 60s. plus 
220. 36. P.T.). 

D’Oyly Carte Opera Co. (11/50) LK4002-3 
D’Oyly Carte (recorded 1930) (12/55) ALP1293-4 

Here is about the most tantalising trio of 
recordings that I have ever had to compare. 
Qualities of recording and performance, 
price and sentiment all come into it. But 
first of all a very hearty welcome back to the 
microphone to George Baker, now only a 
few weeks short of his seventy-fourth birth- 
day, but still very active in numerous 
spheres and in quite amazing form vocally. 

Let us tackle the easiest comparisons first. 
The Decca D’Oyly Carte set, first issued in 
1950 but re-transferred in 1956, costs eleven 
and ninepence less than either of the two 
H.M.V. sets and as between the latter the 
dubbing from the 1930 recording gets 
H.M.S. Pinafore on to three sides and Trial 
by Jury (dubbed from a 1927 recording) is 
added as makeweight on the fourth side, 
whereas the new set occupies all four sides. 
So far as the quality of recording is con- 
cerned it will suffice to say that the new 
issue is the best by a substantial margin. 

It is in the performances that the greatest 
problems arise. The new cast is similar to 
those of the other recent H.M.V. Savoy 
opera records with the momentous differ- 
ence that George Baker is brought in for the 
role of Sir Joseph Porter, undertaken in the 
early H.M.V. issue by Sir Henry Lytton 
(with George Baker as Captain Corcoran) 
and in the Decca set by Martyn Greene. 
Here lies, perhaps, the crux of the whoie 
question, and a bit of sentiment is bound to 
creep in I think with many people. 

My generation was brought up on Lytton 
and although he was by no means young 
when I first heard him he has always 
remained unexcelled so far as I am con- 
cerned. Martyn Greene may weil occupy a 
similar position in the mind of those not old 
enough to have heard Lytton and I suppose 
that the up and coming generation may 
similarly regard the present D’Oyly Carte 
regular occupant of the role, Peter Prait. 
George Baker’s interpretation is the next 
best to that of Lytton that I have ever heard, 
therefore I need say no more except 
perhaps that despite his years he is perfectly 
adequate vocally. 

Perhaps the next man to consider is Sir 
Malcolm Sargent, who conducts both the 
H.M.V. sets. Both in technique of per- 
formance and judgment he is better in 1958 
than he was in 1930. In particular in the 
earlier performance voices and orchestra are 
by no means always precisely together. 


Captain Corcoran 
Ralph Rackstraw 
Dick Deadeye 


Boatswain 
Boatswain’s Mate 
Josephine 
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By now it will probably be clear that my 
choice lies between the two H.M.V. sets. 
Good as Owen Brannigan is, Darrell Fan- 
court is at present irreplaceable. The two 
Rackstraws are Charles Goulding (good) 
and Richard Lewis (better). Elsie Morison 
and Elsie Griffen are both charming 
Josephines, but the former has it vocally. 
Marie Sinclair does well as Little Buttercup, 
but the great deep voice of Bertha Lewis was 
made for this and a few other roles. 

Perfection could only be had if we could 
combine all the virtues of all the sets. As we 
cannot do this, I have no doubt that the 
modern and extremely good recording, the 
fine performance of George Baker, the 
general virtues of the principals as a whole, 
and the sensitive reading of the score by Sir 
Malcolm Sargent, add up to a total that 
cannot be assailed, not even making due 
allowance for the price factor. Whether it 
will be assailed shortly by a new Decca 
D’Oyly Carte recording remains to be seen. 


W. A. CHISLETT. 


*RENATA TEBALDI. Le Nozze di 
Figaro (Mozart): “‘ Porgi amor’”’. 
“Dove sono i bei momentio”’. 
Adriana Lécouvrer (Cilea): ‘I 
sono l’umile ancella ”’ ; “‘Poveri fiori ”’. 
La Wally (Catalani): ‘Ne mai 
dunque avré pace”. Lodoletta 
(Mascagni): ** Flammen, 
perdonami”’. William Tell (Rossini) : 
“Selva opaca”’. Cecilia (Refice) : 
“Per amor di Gesu”; ‘“ Grazie, 
sorelle’’. Renata Tebaldi (soprano), 
Orchestra of the San Cecilia 
Academy, Rome _ conducted by 
Alberto Erede. Decca Stereophonic 
SXL2043 (12 in., 28s. 9d. plus Ils. 
24d. P.T.). Mono: (11/56) LXT5220. 

A very enjoyable recital, Tebaldi at her 
best, and only the Mozart arias less than a 
success. See A.R.’s review of July 1956 for 
the reasons why, and for praise of the Rossini 
and Mascagni; and April 1956 for my 
admiration of the other arias. (This recital 
originally appeared, monaurally, as two 
separate MPs.) Excellent recording. A.P. 


HISTORICAL RECORDS 


MARIA IVOGUN. (a) Die Fledermaus 
(J. Strauss II): Csdrdas. (a) An der 
schénen blauen Donau (J. Strauss 
Il). (6) Folk-songs. O du liabs 
Angeli: Z’Lauterbach hab’ i mein 
Strumpf verlorn: Gsatzli: Maria auf 
dem Berge. (a) Berlin State Opera 
Orchestra conducted by Leo Blech. 
(b) Michael Raucheisen (piano). 
H.M.V. 7ER5116 (lls. plus 4s. 33d. 
P.T.). Recorded in 1932. 

Ivogiin—whose professional name is a 
reduction of Inge von Giinther—had a voice 
of complete sweetness and beauty, which 
sailed well above the Queen of the Night’s 
top F to compass the cadenza of Zerbinetta’s 

‘“Grossmachtige Prinzessin” without show- 

ing any signs of whistle or edginess. Keen 

collectors will need no introduction to her; 
they will have snapped up the Zerbinetta 
aria when it reappeared all too briefly in 
the H.M.V. Archive Series, if they did not 
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have it already. The Four Swiss Folk Songs, 
another collector’s piece, form an equally 
desirable record; and it is excellent news 
that it is now freely available to all of us— 
for it has been long deleted. Ivogiin’s one- 
time pupil, Elisabeth Schwarzkopf, has 
recorded three of these songs, omitting 
“*Z’ Lauterbach”, which calls for some very 
high, soft yodelling decorations. Their styles 
are very different, however (and each 
admirable). Schwarzkopf sings the pieces 
with more zest, in a racy way which does not 
obscure their beauty. Ivogiin sings them 
with great delicacy and gentle charm (she 
also makes rather more of extraordinary 
Oberland vowels). 

The sleeve-note suggests that H.M.V. 
have been hunting through their archives 
in search of Ivogiin masters, and I hope that 
this first reissue will be followed by others. 
The Csardds and Strauss Waltz are also 
charming—the latter done with a delicate 
lilt, and extraordinarily sweet and deft 
high-lying decorations; the former with less 
zip than we are accustomed to (none of the 
uproarious high spirits which Lotte Leh- 
mann brought to it—there is something else 
which might be reissued!), but with great 
delicacy and purity of tone. The transfer 
has been excellently well done: few original 
pressings will sound so well at this date. 

A.P. 


PROKOFIEV. Peter and the Wolf, 
Op. 67. Narrated by Richard Hale. 

STRAUSS, RICHARD. Till 
Eulenspiegel’s Merry Pranks, Op. 
28. Boston Symphony Orchestra 
conducted by Serge Koussevitsky. 
Camden CDN1003 (12 in., 19s. 94d. 
plus 7s. 8d. P.T.). 

How curious it is to hear the old and 
original Peter and the Wolf again after all 
these years, the one through which most of 
us first got to know this ever-fresh piece. 
Since then there have been many other 
recordings, of course, and it has often been 
better done—in performance, apart from 
the 1940-ish sound. Richard Hale’s reading 
has some good touches, but he is not 
intimate enough for a gramophone per- 
formance (probably because he is appar- 
ently in a pretty large hall) and often he is 
too covered by the orchestra (Koussevitsky’s 
fault, for he presses on with brisk speeds and 
gives the narrator no chance to get his words 
into the quiet bars the composer wrote for 
them). But the voice itself does sound a bit 
parsonical and so do some of the words he 
chooses to use—notably, after introducing 
the instruments at the start, “‘thereby, dear 
children, you will be able to distinguish the 
sonorities of the several instruments during 
the performance of this tale’. Yet he keeps 
it alive and invests it with humour. 

The instruments whose sonorities largely 
disappear in this recording are the drums— 
the shooting is very feeble indeed. For the 
rest, the sound of Prokofiev’s small orchestra 
is quite well conveyed. But it is difficult to 
see why this piece was chosen for reissue. 

The Strauss is a different matter, a 
brilliantly conceived performance whose 
reissue is eminently justified. Koussevitsky’s 
reading is as individual as most of his were 
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and composers’ markings, whether Strauss’s 
or Prokofiev’s, often go for nothing if it suits 
the conductor to neglect them. But there is 
no denying the effect of this performance of 
Till Eulenspiegel, whether in the character- 
isation of each episode or in the overall 
build of the piece as a whole. The sound of 
Strauss’s enormous orchestra is not so 
successful as Prokofiev’s small one, as you 
may guess, and the loudest passages are 
particularly congested: but lighter work is 
clear and good and certainly enough of the 
whole is caught to make this side of the 
record of great interest to collectors. 

This version of Peter and the Wolf was first 
issued here in January 1940 as H.M.V. 
DB3400-2 and reviewed in THE GrRaAmo- 
PHONE in the following month: Till 
Eulenspiegel appeared much later, in April 
1946 (reviewed the same month) as H.M.V. 
DB6268-9. T.H. 


MOZART. Die Zauberflite: “Dies 
Bildnis ist bezaubernd schén”. Die 
Entfuhrung aus dem Serail: “Hier 
soll ich denn sehen”; ‘‘Im Mohren- 
land gefangen war’’. Cosi fan tutte: 
“Un aura amorosa’”’. Aksel Schiétz 
(tenor), Royal Orchestra of Copen- 
hagen conducted by Egisto Tango. 
H.M.V. 7ERS117 (7 in., Ils. plus 
4s. 34d. P.T.). 

It is not altogether Aksel Schiétz’s fault 
that “Un aura amorosa”’ sounds fast and 
unfeeling, because—most reprehensibly—it 
has been transferred to 45 at too high a 
speed. But in any case, Schidtz does not 
really handle the lovely air with the senti- 
ment and sheer feeling for its beauty that it 
deserves. A tenor, here, should advance to 
the footlights and woo his audience with 
melting tone and phrasing—but none of 
them ever seems to do this, even those who 
have the voice for it. The great success of 
this reissue is the Portrait Aria, easily the 
best of available versions. “Hier soll ich 
dich denn sehen” is good, though it would 
have been better with more legato. 
Pedrillo’s Serenade is well sung, but just 
sung, without the undercurrent of excite- 
ment and tension which Mozart so well 
expressed in the music. Good recording: 
a slight 78 surface in the Belmonte air 
betrays the origin of these reissues; but 
“Dies Bildnis” sounds like a perfect modern 
product. A.P. 


SCHUBERT. Piano Quintet in A major, 
D.667, “The Trout”. Artur 
Schnabel (piano), Claude Hobday 
(double bass), A. Onnou, G. Prevost 
and R. Maas of the Pro Arte 
Quartet. Recorded 1935. H.M.V. 
COLH40 (12 in., 30s. plus Ils. 84d. 
} ey et B 

This is an aristocratic and thoroughly 
enjoyable performance; and there may— 
perhaps—be some people who value its 
merits so highly as to prefer it to the several 
excellent more modern versions that are 
available. The chief characteristic of the 

Schnabel/Pro Arte ensemble is its sense of 

alert, springy rhythms, coupled to a very 

natural and spontaneous sense of phrasing — 
jast what is needed for Schubert’s chamber 
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music. The players also “‘feel”’ the wonder- 
ful modulations; and the details of the 
interpretation—the give-and-take, the pass- 
ing of the melodies from instrument to 
instrument, and the close canons—are 
beautifully studied. Pathé-Marconi have 
done a very good job with the transfer, 
though they have not been able to mask a 
rather perceptible side-change in_ the 
Andante. In the second part of the first 
‘“‘Trout” variation there are some dubious 
sounding tills from Onnou. A.P. 


POETRY AND DICTION 


ROBERT BROWNING. The Pied Piper. 

LEWIS CARROLL. The Hunting of the Snark. 
Read by Boris Karloff. Philips Caedmon TC1075 
(12 in., 30s. plus Lls. 9d. P.T.). 

A curious coupling. Mr. Karloff gives a 
straightforward reading of The Pied Piper 
of Hamelin, which most children will enjoy. 
With The Hunting of the Snark we presumably 
complete the Carroll discography. This is 
essentially an adult poem. Its sly allusions 
to Victorian advertising, and its sensible 
nonsense will only appeal to a sophisticated 
child. It is, of course, good to have a 
recording of this, but those who have lived 
with it and quoted it through life may jib 
at a few Americanisms and at Mr. Karloff’s 
dramatisation of certain verses. Surely the 
whole point of such lines as “He would 
answer to ‘Hi’ or to any loud cry, such as 
‘Fry me’ or ‘Fritter my wig’”’ is to speak 
them without expression. Like Charley’s 
Aunt, Carroll must be played straight. 
Nevertheless, any parents who buy 
Browning for the children—a unique oppor- 
tunity, goodness knows—will themselves 
enjoy this wonderful narrative, but devotees 
should sample first. R.W. 


HANS CHRISTIAN ANDERSEN. The Tinder 
Box: The Emperor’s New Clothes: The Staunch 
Tin Soldier: The Emperor’s Nightingale. Read 
by Michael Redgrave. Directed by Howard O. 
Sackler. Philips Caedmon TC1073 (12 in., 30s. 
plus 11s. 9d. P.T.). 

This is surely the way to do it, and what 
exquisite stories these are. I defy anybody 
of any sensitivity to listen to The Tin Soldier 
unmoved. Hans Andersen’s own life was 
just such a story, and never were the simple 
truths of honest sentiment and decent living, 
not to mention a standard of values more 
beautifully expressed. Michael Redgrave 
has contributed much to the theatre, but his 
beautiful telling of these tales will stand 
high in the final estimate of his work. Here 
is magic, and if anyone doubts the art 
needed to produce it let him consider the 
pace of the voice. This is a record to be 
bought, studied, enjoyed and received with 
love. 


DYLAN THOMAS. Poetry Readings. A few words 
of a kind: On the marriage of a Virgin: The 
Hunchback in the Park: Over Sir John’s Hill 
(Recorded in Cambridge, Mass.—March 7th, 1953): 
Light Breaks where nosun shines: After the Funeral: 
In country sleep (Recorded in New York—November 
1951). Read by Dylan Thomas. Philips Caedmon 
TC1043 (12 in., 30s. plus 11s. 9d. P.T.). 

Here is a third record of Dylan Thomas, 
made during his American tours, and it will 
be noted that one side antedates the other 
by two years. The 1953 recording is mostly 
taken up by the poet’s introductory remarks 
to the reading. It is an astonishing perform- 


ance. The words tumble out, a brash 
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mixture of second-rate clowning and first- 
class imagery, only underlining the fact that 
Thomas was a rare poet and not a popular 
buffoon. Injected into this display is a view 
of what poetry is all about that is worth all 
the laboured puns and the self-deprecatory 
conceits. The three short poems that follow 
are among the best-known and will be 
treasured in this performance. The earlier 
side includes the long poem, Jn country sleep, 
which contains some of the poet’s loveliest 
lines and presents a wonderful picture of 
the countryside. How Thomas loved the 
word “black’’—Bible-black, black-backed 
gulls, black-bloomered nymphs, and here 
“‘the rooks cawing from their black Bethels’’. 
But this is only to point to a single aspect of 
the use of words—words, ‘“‘each of which’’, 
says Thomas of his early protean reading, 
‘‘ seemed alive for ever in its own delight, 
glory and right’’. So did he use them, and 
sO we must receive them. R.W. 


MOTHER GOOSE. With Cyril Ritchard, Celeste 
Holm, Boris Karloff. Music by Hershy Kay. 
Directed by Howard O. Sackler. Philips Caedmon 
TC1091 (12 in., 30s. plus lls. 9d. P.T.). 


A delightful and often interesting record. 
Cyril Ritchard, whom we heard in 
November reciting the verses of Lear and 
Carroll, brings a touch of sophistication to 
this medley of Nursery Rhymes, for that is 
what this record is—not the story of Mother 
Goose. I have no labels or sleeve, but I hope 
the contents are made clear on sale copies. 
The use of the name “Mother Goose”’ is 
used in America for such collections, but is 
not in general use here. All too often 
English collectors are confused by the 
failure of companies to translate or to 
bother about English usage. Celeste Holm 
sounds uncannily like Beatrice Lillie, and 
Boris Karloff plays his part manfully—a 
surprising choice, but there is nothing to 
frighten the children here. A special word 
for the music, played on wind and per- 
cussion. Not all the rhymes are accom- 
panied and where there are traditional 
tunes, such as for London Bridge or A Froggy 
would a wooing go, these are used, but else- 
where an imaginative mind is at work. This 
is a long session for children and probably 
for grown-ups too. R.W. 


POETRY READINGS. W.H. Auden. Master and 
Bos’n Song: As I walked out one Evening. Thomas 
Hardy. Broken Appointment: To Lisbie Brown: 
In Death Divided. Walter dela Mare. The Bards. 
Dylan Thomas. A Visit to America. Edward 
Thomas. The Owl. Henry Reid. Chard Witlow: 
Naming of Parts. Read by Dylan Thomas. Philips 

Caedmon TC1061 (12 in., 30s. plus 11s. 9d. P.T.). 


This will be relished by all Dylan Thomas 
fans and makes a wonderful epitaph (if one 
may so describe a “voix d’outre tombe’’). 
These are tapes made before a live audience 
which reacts on the whole sensitively 
enough. As with all such records, you must 
ask yourself how often you will want to keep 
replaying them. But certainly, first time 
through, his own descriptions of British 
lecturers awash in the U.S.A. will probably 
convulse you and there are marvellously 
brought off comic passages in many of the 
poems (by other poets, be it noted). Others 
are remarkable for the amount of emotion 
which this poet can carry in his voice 
without seeming to be barnstorming. I am 
glad this valuable, historical record has been 
issued here. P.H.-W. 
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CLASSICAL REISSUES 


SIR THOMAS BEECHAM. Symphony No. 6 
(Beethoven). R.P.O. Fontana KFR4003 (10 in., 
22s. 3d. plus 8s. 8d. P.T.). From Columbia (9/53) 
33CX 1062. 

BERLIN PHILHARMONIC ORCHESTRA. (a) 
Symphony No. 88 (Haydn). (b) Symphony No. 8, 
“Unfinished” (Schubert). (a) conducted by 
Furtwaengler, (b) conducted by Lehmann. 
D.G.G. DGM18283 (12 in., 30s. plus 11s. 9d. P.T.). 
(a) from (3/35) DGM18015, (b) from (7/55) DG16051. 

WILLEM VAN OTTERLOO. Symphony No. 9, 
“Choral” (Beethoven): last movement, “Ode to 
Joy”. Spoorenburg (sop.), von Ilosvay (cont.), 
Vroons (ten.), Schey (bass), Amsterdam 
Toonkunst Choir, Hague P.O. Philips ABE10046 
(7 in., lls. plus 4s. 33d. P.T.). From (4/55) 
ABL3030-1 and (9/58) SBL5227. 


Beecham gives a most sensitive perform- 
ance of the Pastoral, eliciting from the 
orchestra playing that is both warm and 
poetical, often to an extremely high degree. 
This much was always clear from its 
original issue on the Columbia label; yet 
that version as a whole seemed uncom- 
petitive in its recorded quality, particularly 
in respect of a distinct change of character- 
istic (for the worse) on the second side of 
the disc. The new Philips version has not 
only managed virtually to eliminate this 
change, but has noticeably stepped up the 
quality of sound in general; if this is not 
everywhere entirely comparable with the 
very best of modern sound, it is very nearly 
so, and certainly quite good enough to 
allow renewed enjoyment of the very good 
performance. Its ten-inch format, too, 
makes it available at something of a bargain 
price. The Berlin Philharmonic coupling 
is a most useful one; for on it Furtwangler 
gives a most beautiful performance of the 
Haydn—the slow movement, based on the 
tune Praise God from Whom all blessings flow, 
is particularly distinguished—and Lehmann 
gives a sensitive, though certainly rather 
leisurely, performance of the Schubert. 
Both are conspicuously well recorded, and 
indeed the still available previous versions 
of each rank highly in the current lists. But 
the new coupling is a great convenience, 
for previously the Haydn occupied the 
fourth side of a three-sided version of the 
Schubert Great C major symphony, which 
is itself now available separately re-cut on 
to only two sides, and the Schubert 
Unfinished, now on the one twelve-inch side, 
occupied the whole of a ten-inch record. 
Willem van Otterloo’s version of the 
Beethoven Ninth I always have thought to 
be poorly sung, anyway as far as the soloists 
are concerned, and poorly recorded. In this 
new 45 both drawbacks are unfortunately 
still with us. 


SIR ADRIAN BOULT. Wand of Youth—Suite No. 1 
(Elgar). L.P.O. H.M.V. 7ER5110 (7 in., 11s. plus 
4s. 34d. P.T.). From ALP1153 (7/54). 
SIR MALCOLM SARGENT. The Planets (Holst): 
Mars; Jupiter. B.B.C. S.O. H.M.V. 7ER5112 
(7 in., 11s. plus 4s. 34d. P.T.). From ALP1600 (9/58) 
WILLIAM WALTON. Facade (Walton): Fanfare; 
Scotch Rhapsody; Tango-Pasodoble; Country 
‘Dance; Polka; Popular Song; Old Sir Faulk; 
Tarantella Sevillana. Philharmonia. Columbia 
SED5556 (7 in., 9s. 3d. plus 3s. 73d. P.T.). From 
33C1054 (3/58). ee | 
The Wand of Youth suite is not quite 
complete, omitting the Minuet and Slumber 
Scene, and transposing the remaining five 
movements into the following order: 
Overture, Serenade, Sun Dance, Fairy Pipers, and 
Fairves and Giants. In this pointed perforin- 
ance by Boult and the L.P.O. it is extra- 
ordinarily effective; quite well recorded, 


too, particularly at the louder momenis. 
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Cossor takes you 
beyond the edge 
of sound into 
the realms of 
‘DEEP FIDELITY’ 


Listen to the new 
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Hearing is believing yowre there! 
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The moment you switch on the ‘580’ you’re 
in the world of Cossor-stereo. A new dimen- 
sion of sound that’s tonal balanced and in 
perfect proportion ... the rounded sweeping 
sound of Cossor ‘deep fidelity’. 

The Cossor 580 record player has been specially 
designed and engineered to accommodate all 
records, both stereophonic end monaural 
standard E.P.’s and L.P.’s. ‘lhe separate 
amplifier and speaker channels enable you to 
direct sound to any part of the room, creating 
in fact a centre of sound in which you can 
enjoy the amazing spaciousness and clarity of 


Best listen to COSSOR 





The matching legs are 
available as an optional 
extra at 2 gns. 
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concert hall realism. The two matched 
detachable speakers also form the lid of 
the cabinet. 

ACCURATE CONTROL OF SOUND 

Three individual controls are fitted: a volume 
on/off switch, a continuously variable tone 
control and a balance control permitting ad- 
justment of 6 dB, in either direction. 

The 4 speed changer unit with turnover 
cartridge head, provides for manual and 
automatic record changing. 

The Cossor Stereophonie Record Player 580 
is elegantly styled in selected veneers. 
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VITAL STATISTICS 
OF THE ‘580’ 


Dimensions Height 9”, Width 15”, 
Depth 17%”, overall height 
with legs 23%". 
Mains supply 200/250v 50c/s AC mains. 
Output 3 watts. 
Speakers 720 63” 10,000 line 
speakers. 
Tone Control Continously variable 
(4 dB fired bass boost at 
120 c/s is provided). 
Balance Control 6 dB in either direction. 
Record Changer Collaro Conquest with 
i GP73-1 pickup 
ead, 








COSSOR RADIO & TELEVISION LIMITED, 
COSSOR HOUSE, HIGHBURY GROVE, LONDON, N.5. 
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PLUG-IN MATCHED COMPONENTS 
FOR RECORD, RADIO AND TAPE 
REPRODUCTION 










TLL 


; 





MAIN AMPLIFIER 
£16.10.0 £24.10.0 





POWER 
SUPPLY UNIT 
£4.0.0 


Send for fully illustrated literature 


RCA GREAT BRITAIN LTD., Lincoln Way. Sunbury-on-Thames. Middx. 


(An Associate Company of Radio Corporation of America) 





What the microgroove record did for record 
reproduction, VHF broadcasting and the RCA 
tuner do for radio reception. 


The discriminating music lover can now receive 
live broadcasts completely free from interference 
and background noise and of true High Fidelity 
quality. The RCA tuner with its precision 


tuning and automatic Frequency control un- | 


locks the vast storehouse of quality listening on 
the VHF waveband. 


NOW REDUCED TO £17.5.4 plus £6.14.8 P.T. 


* Precision Tuning. The new RCA Electron Ray Tuning Indi- 
cator makes tuning simplicity itself. 


* High Fidelity. Wide range response within 1 d/b from 30-15,000 
c.p.s. for true High Fidelity reproduction worthy of the finest 
amplifier and speaker. 


* No Matching Problems. Adjustable output level to your 
amplifier. 

* Automatic Frequency Control. Holds the station permanently 
in tune. 


* Power Requirements. 230-395 volts, DC, 40 milliamps, H.T. 
supply, 6:3 volts 2:25 amps heater supply (available from 
RCA New Orthophonic High Fidelity Amplifier and most 
other quality amplifiers). 
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LOUDSPEAKER LOWBOY 
SYSTEM CABINET 
£56.11.0 £18.10.0 


Sunbury-on-Thames 3/0] 
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THE 


TAPE RECORDER CLUB 


(W. J. & G. R. WILLIS LTD.) 





73 GRAND PARADE, HARRINGAY, LONDON, N.4 


Telephone: STAMFORD HILL 7910 





January, 1959 


Dear Sir/Madam, 


It is with great pleasure that we announce the formation of a Tape 
Recording Club. 


Special facilities are available to all Club Members foremost of 
which is an extensive record library and a Tape Recording Bulletin is 
published free monthly. 


Membership Form and full details on request. Please enclose 
3d stamp. 


We trust that we shall have the pleasure of enrolling you in 
our friendly circle. 


Yours sincerely, 
‘ D. V. Lane, 


Director. 
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A word in both ears... 
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Many music lovers are still listening 
contentedly to their existing single- 
channel equipment without being stam- 


peded into replacing it by what they feel 
to be the costly duplicity of stereo. 


On the other hand, many others think 
that really good stereo equipment 
is well worth the extra cost and 
just can’t wait to get in front of a 
pair of speakers! 


We can understand both points of view perfectly, and because of this we have 
produced a wide selection to choose from. Set out below is a representative range 
of Avantic equipment for both one and two-channel operation at prices to suit 


nearly everyone. 











SL12-21 

LOUDSPEAKER ENCLOSURE 
This enclosure has been designed, 
primarily, for use with stereophonic 
amplifiers of up to 15 watts rating. 
It contains a 12-inch diameter loud- 
speaker and a high frequency pressure- 
unit which combine to give a useful 
response of 40 c/s to 17 kc/s sensibly 
flat from 60 c/s to 15 ke/s. 22 GNS. 


SL71 

LOUDSPEAKER ENCLOSURE 

This very neat enclosure is ideal for 
stereophonic reproduction in small 
rooms. Separate low and high frequency 
units contained in the slender, solidly 
built cabinet give a useful response of 
55 c/s to 15 kc/s which is sensibly flat 
from 80 c/s to 12 kc/s. The five-inch legs 
are detachable. 17 GNS. including P.T. 


Other Avantic products include: 

L20 LOUDSPEAKER ENCLOSURE 

A 3-speaker enclosure with a frequency response of 35-17,000 c.p.s., capable of 
handling the output of the DL7-35 amplifier. 45 GNS. 

PXD33 LOW FREQUENCY LOUDSPEAKER 

A 15-inch diameter loudspeaker with a power rating of 25 watts and a frequency 
response of 20-1000 c.p.s. £28. 

CABINETS 

The SPAI1, SPA21 and PL6-21 Amplifiers can be supplied in our Junior Glynde- 
bourne Cabinet which has provision for a record player or tape deck and storage 
space for tapes or discs. 

The DL7-35 Amplifier can be supplied in our Glyndebourne Cabinet which has space 
for a record player, tape deck and radio tuner. Both cabinets are solidly built and 
superbly finished. 
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Send this coupon for full details of all our products. 
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BEAM-ECHO LIMITED, 13 South Molton Street, London, W.1. 





SPAI1 STEREOPHONIC AMPLIFIER 


This complete twin-channel amplifier with combined pre-amplifier control unit 
has caused exceptional interest. With a push-pull output stage for each channel 
delivering 14 watts peak power output and built to the usual high standard of 
Avantic workmanship it offers exceptional value at 28 GNS. 





SPA21 STEREOPHONIC AMPLIFIER 

A complete twin-channel amplifier with combined pre-amplifier control unit, 
the SPA21 has twin push-pull output stages delivering 20 watts peak power 
output for each channel. Fully compensated tape input is sufficiently sensitive 
to enable direct operation from reproducing head. £48. 10s. 

SP21 STEREOPHONIC PRE-AMPLIFIER CONTROL UNIT 


is identical in frontal appearance to the SPA21 Amplifier and offers an ideal 
first step towards stereo conversion. £28 . 10s. 





PL6-21 SINGLE-CHANNEL AMPLIFIER 

This is a combined power and pre-amplifier control unit delivering a peak 
power output of 30 watts. Fully compensated tape input is sufficiently sensitive 
to enable direct operation from reproducing head. Full range of controls 
including high and low pass filters, pre-set attenuator and switched 
impedance output. 





DL7-35 POWER AMPLIFIER 

For more than two years the DL7-35 has maintained its position as the finest 
high fidelity amplifier. Instantaneous peak power rating is 54 watts. Can be 
supplied with single-channel or stereophonic pre-amplifier. £33. 


Telephone: MAYfair 1039. Telegrams: Hibeam Wesdo London. 
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The sleeve-note happily reprints Elgar’s 
own account of the origin of the music, in 
which he admits to having himself con- 
structed the double-bass required from some 
old packing-cases—I had forgotten this 
highly respectable precedent for our modern 
makeshifts! A tea-chest bass would scarcely 
suffice for the Planets (nor, of course, for the 
Wand of Youth in its later professional 
scoring). Sargent attacks the music with 
spirit, missing only perhaps something of 
terror in Mars in that the percussion seems 
somewhat under-played or under-recorded, 
and something of jollity in Jupiter in that 
the middle section is taken somewhat 
ponderously. The outer sections of 7upiter 
go extraordinarily well, and the recording is 
vivid (rather than rich) everywhere, audibly 
overloaded nowhere. It is, too, for Walton’s 
Fagade Suite; here neither the first nor the 
second published suite, but an efiective 
following of the composer’s own conflation 
of both with three movements omitted. The 
Philharmonia is on top of its form, pointing 
the music continuously without exaggerating 
it. M.M. 
PABLO CASALS. (a) Twelve Variations on “Ein 
Madchen oder Weibchen’”’ (Beethoven). Casals 
(cello), Serkin (piano). (b) Piano Concerto No. 22 
(Mozart). Serkin (piano), Perpignan Festival 
Orchestra/Casals. Philips ABL3220 (12 in., 
30s. plus 1ls. 9d. P.T.). (a) from Columbia (12/53) 
33CX1093, (b) from Columbia (12/53) 33CX1092. 
BERNHARD PAUMGARTNER. Fiano Concerto 
No. 20, K.466 (Mozart). Haskil (piano), V.S.O. 
Philips GBR6517 (10 in., 20s. plus 7s. 10d. P.T.). 
From (4/57) ABL3129. 
VLADIMIR HOROWITZ. 
“Emperor” (Beethoven). R.C.A. Victor S.O./ 
Reiner. R.C.A. RB16114 (12 in., 28s. 9d. plus 
lis. 24d. P.T.). From H.M.V. ALP1280 (9/56). 
ANDRES SEGOVIA. (a) Nortena (Crespo). (b) 
Fandanguillo (Turina). (c) Sonata Classique (Ponce): 
lst Movement, Rondo on a Theme by Sor. (d) Arada 
and Fandanguillo (Torroba). Columbia SEL1592 
(7 in., lls. plus 4s. 33d. P.T.). (a) and (c) from 
LB130 (11/52), (b) and (d) from 33CX1020 (12/52). 
The Casals ’cello records are classics, 
and their restitution to the catalogue 
invaluable. He and Serkin illuminate the 
Beethoven variations throughout; the ’cello 
occasionally precarious but usually flooded 
with golden tone. The Beethoven, how- 
ever, is only a fill-up to the Mozart Piano 
Concerto. This is more successful in its 
field than most of the Perpignan recordings; 
there is quite a good and well-balanced 
recording, with better orchestral playing 
than is often the case. Both Casals and 
Serkin are ready, too, to allow the music to 
keep moving (Casals readier, in the first 
movement, than Serkin), and only the 
rather many and unattractive cadenzas 
could be held to weigh materially against 
the record. Clara MHaskil’s Mozart 
concerto is rather less happy; for though she 
plays cleanly and forthrightly the orchestra 
do not sound equally alert. Nor are they 
always, for that matter, particularly audible, 
for a dull recording in the first place often 
pushes them well to the background when 
the soloist also is playing. Readers never- 
theless interested might well investigate the 
parent disc (Philips ABL3129); for there 
this performance of the D minor concerto is 
complete on one twelve-inch side, backed 
by the A major concerto, K.488. Horowitz 
plays the Emperor with all the fire that 
would be expected. Perhaps in the first 
movement even to some slight exclusion of 
the extremes of dignity; elsewhere with 
unqualified success, and the orchestra, too, 
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is splendid. The recording can sound very 
good both for the orchestra and for the 
piano, but is unhappily not simultaneously 
quite at its best for both on any one setting 
of the reproducer’s controls. Yet the differ- 
ence is a small one, and it should certainly 
prove possible to find a happy medium 
which is indeed just exactly that—this is too 
good a version of the Emperor to reject on 
details. 

The guitar spells domestic intimacy 
rather than imperial grandeur, not least in 
the new 45 by Segovia; for nearly all the 
music is tranquil and unpretentious. Crespo 
is dignified, Ponce’s pseudo-classicism dull; 
Turina and Torroba suggest Spanish 
excitement rather than actively encourage 
it. The elegance of the playing makes the 
whole programme immensely enjoyable; 
but there is rather a heavy background to 
the recording. M.M. 


ALCEO GALLIERA. I Gioielli della Madonna (Wolf- 
Ferrari): Intermezzo, Act 3. J Quattro Rusteghi 
(Wolf-Ferrari): Intermezzo, Act 2. I/ Segreto di 
Susanna (Wolf-Ferrari): Overture. Notturno 
Romantico (Pick-Mangiagalli): Waltz. Philhar- 
monia. Columbia SEL1596 (7 in., 11s. plus 4s. 33d. 
P.T.). From 33CX1545 (7/58). 

FERNANDO PREVITALI. William Tell: Overture 
(Rossini). Rome S.O. H.M.V. 7EP7073 (7 in., 
9s. 3d. plus 3s. 74d. P.T.). From DLP1038 (9/54). 

*ALBERT WOLFF. Overtures. Donna Diana 
(Reznicek) ; Si j’éais roi (Adam). Paris Conser- 
vatoire. Decca Stereophonic SEC5001 (7 in., 11s. 
plus 4s. 34d. P.T.). From SXL2008 (10/58). 

Galliera’s four operatic pieces go 
exceptionally well; clean playing and full 
recording illuminate all of them alike. The 

Pick-Mangiagalli waltz (neither nocturnal 

nor romantic, really, in spite of its parent 

opera’s title) is obviously the odd man out; 
but clearly the three Wolf-Ferrari pieces 
would form an extremely agreeable intro- 
duction to his work—though I fancy that 
already many more people know these tunes 
than could name them. The tunes of 

William Tell, though, are familiar in every 

respect; and they get alert expression in 

Previtali’s hands. Italian ardour ensures 

that the March gets a particularly punching 

performance; if the original trumpet-call 
had broken in on the calm like this one does 
the Austrian government would have given 
up straight away. The recording, of course, 
helps; this is very good indeed. A buyer 
might well, though, investigate the alterna- 

tive parent ten-inch disc, which avoids a 

turn in the Rossini and offers additionally 

The Sorcerer’s Apprentice and the Forza del 

Destino overture. For the Wolff overtures 

the recording is even better than it is for the 

others; for it is not only of excellent quality 
in every normal way, but has the additional 
clarity and spaciousness of stereo to present 
it. ‘The music is gay and the performances 
are to match; this is a very good disc 


indeed. M.M. 
OTTO KLEMPERER. Concerto Grosso Op. 6, No. 4 
(Handel). Philharmonia. Columbia SEL1594 


(7 in., lls. plus 4s. 34d. P.T.). From (3/57) 33C1053. 

SIR ADRIAN BOULT. Royal Fireworks Suite (Handel 
arr. Harty). L.P.O. H.M.V. 7ER5103 (7 in., 11s. 
plus 4s. 3$d. P.T.). From DB6968-9 (12/49). 

GEORGE SZELL. Midsummer Night’s Dream 
(Mendelssohn): Wedding March; 
Nocturne. Concertgebouw. Philips ABE10078 
(7 ie _ plus 4s. 33d. P.T.). From (12/58) 


GBR6515. 

WALTER SUSSKIND. Peer Gynt Suites Nos.1 & 2 
(Grieg): Morning Mood; Anitra’s Dance; Return of 
Peer Gynt; Solvejg’s Song. Philharmonia. 
Columbia SED5555 (7 in., 9s. 3d. plus 3s. 73d. P.T.). 
From 33SX1057 (9/57). 

Klemperer’s performance of the Con- 


certo Grosso is a sound one by the more 


Scherzo; 


373 


conventional modern standards : the written 
notes of Handel’s score are played strongly 
and well by the Philharmonia, with just 
enough harpsichord continuo audible here 
and there to point the desirability of there 
sometimes having been more. The 
excellence of the playing is matched by that 
of the recording, which sounds bright and 
full in all but the softest sections of the 
music. Harty’s Handel has of course more 
of a period flavour to it—circa 1930. Yet 
both his rearrangement and his scoring of 
Fireworks Music were good, and in Boult’s 
hands the L.P.O. play the suite well. 
Unfortunately the recording has also some- 
thing of a period flavour to it. L.S.’s 
review of the original 78’s suggested that 
those were not quite all that could be 
desired; and even in this new 45 form a 
woolliness of sound is still obtrusive. 

The Mendelssohn Midsummer Night’s 
Dream music must by now be available in 
every size and shape. Szell’s record puts 
the Wedding March and Scherzo, in that 
order, on one side, the Nocturne on the 
other, making a less than ideal suite in 
whichever order you may choose to play 
the sides. If this is a drawback it is the 
solitary one of the disc, for throughout there 
is good recording and extraordinarily neat 
playing. Only the Nocturne, perhaps, 
suffers from rather a hurried performance. 
Again both performance and recording are 
first-rate in Susskind’s Peer Gynt record. 
The choice of two movements from the First 
suite and two from the Second is an effective 
one as far as the musical result goes; it 
does, though, run the risk of introducing 
new coupling difficulties into the explora- 
tion of Grieg. M.M. 


EUGENE ORMANDY. (a) Scheherazade (Rimsky- 
Korsakov). (b) Capriccio Espagnole (Rimsky- 
Korsakov). Philadelphia Orchestra. Philips 
SBL5218 (12 in., 24s. 3d. plus 9s. 53d. P.T.). (a) 
from (7/55) NBL5013, (b) not previously obtainable 
in this country. 


FERENC FRICSAY. A Night on the Bare Mountain 
(Moussorgsky). Berlin Radio S.O. D.G.G. 
EPL30282 (7 in., 12s. plus 4s. 83d. P.T.). 
DGM19061 (4/58). 

IGOR MARKEVITCH. Prince Igor (Borodin): 
Polovtsian Dances. French Nat. R.O. and Choir. 
Columbia SEL1591 (7 in., 11s. plus 4s. 33d. P.T.). 
From 33CX1208 (3/55). 

SIR JOHN BARBIROLLI. Swan Lake (Tchaikovsky): 
Scene; Danse des Cygnes No. 5; Danse des Cygnes 
No. 4; Valse. Halle. H.M.V. 7ER5106 (7 in., Lls. 
plus 4s. 33d. P.T.). From BLP1004 (10/52). 


Ormandy’s Scheherazade is a colourfu 
version, often illuminated by a substantia 
weight of orchestral tone, but not always by 
the most sensitive of solo-playing. The 
recording, too, is brilliant enough to add 
its own share of glitter to the scene. The 
new compression (Scheherazade originally 
took all of a twelve-inch disc) is welcome in 
that it allows the Capriccio Espagnal to be 
slipped in, by way of a generous fill-up, and 
in a recording which is new to our catalogues. 
Here the orchestral playing is a shade more 
refined than in Scheherazade, and Ormandy 
gives a fine impulse to the score (though he 
seems to have difficulty each time with the 
ending of the Alborada—when all he has to 
do is to leave it alone). The quality of the 
recording is very good, adding some richness 
to the brilliance already in evidence. The 
balance, though, is sometimes much too 
obviously artificially manipulated. The 
balance is satisfactory everywhere, on the 


From 
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other hand, in D.G.G.’s 45 of the Night on 
the Bare Mountain; and so are all other 
aspects of the recorded sound—some of the 
impact of the brass and percussion is every 
bit as terrifying as the exacting context 
demands. Yet the total terror stops just 
short of the overwhelming, not so much 
because Fricsay does not do his best to pile 
it on, but more because horrific incantations 
of this sort cannot be expected to emerge 
unscathed from an interval at half-time. 
The Borodin Prince Igor Dances divide 
much more happily. Markevitch does 
them in the choral version, and ensures too 
in other respects that the performance 
should be an exciting one—sometimes even 
arguably at the expense of repose: I hope 
the maidens were not really as restless as 
they are made to appear here. Throughout 
the recording is very bright, but a little less 
full than the best. For Barbirolli’s Swan 
Lake excerpts the sound carries its years 
really quite well, and the playing is often 
good. But an age-long silence after the 
opening excerpt is followed by a start not 
on the beginning, but on the sixth bar of 
the second excerpt (the solo violin and 
*cello duet one); and this materially alters 
the music in a way that will scarcely be 
found acceptable in such a familiar piece. 
M.M. 


ELISABETH SCHWARZKOPF. Drink to me only 
with thine eves (Anon., words Jonson). Plaisir 


d'amour (Martini). Auf Flugeln des Gesanges 
(Mendelssohn). Songs my Mother taught me 
(Dvorak). 


Si mes vers avaient = ailes (Hahn). 

Moore (piano). Columbia SEL1589 (7 in., 11s. 
plus 4s. 33d. P.T.). From (2/57) 33CX1404, 

EMMY LO OSE. Der Nussbaum (Schumann). 
Rose (Schumann). Staéndchen (Brahms). Vergebliches 
Stdndchen (Brahms). Stdndchen (R. Strauss). 
Werha pines. H.M.V. 7ER5114 (7 in., 11s. plus 
4s. 3$d. P.T.). From ALP1540 (1/58). 

ALFRED DELLER. (a) Oedipus: Music for a while. 
(b) The Old Bachelor: Thus to a ripe consenting 
Maid. (c) If Music be the food of Love. (d) The F ‘airy 
Queen: Hark, how all things with one sound rejoice 
(Purcell). H.M.V. 7EP7068 (7 in., 9s. 3d. plus 
3s. 73d. P.T.). (a) and A from C3890 (8/49), Pb) 

and (d) from C4247 (5/54). 

RICHARD LEWIS. Semele (Handel): 
walk. Jeptha (Handel): 
and deeper still . . . Waft her, angels. L.S.O 
Sargent. H.M.V. 7ER5107 (7 in., 11s. plus 4s. 33d. 

-). From ALP1575 (5/58). 


Mme Schwarzkopf?’s recital does happen 
to contain “Songs I Love”, and beautifully 
she sings them. The near-juxtaposition, 
on the same side, of Mendelssohn’s winged 
song and Hahn’s winged verses shows the 
curiously similarity of phrase-shape in the 
first line of each song. Emmy Loose has 
always seemed to me a somewhat under- 
rated singer: appearing only, it would 
appear, as Despinas, Blondes, Valenciennes, 
and second-cast Sophies. Yet she has a 
sweet voice, flexible, and able to float high 
without taking any ‘edge of sense of strain. 
In Vergebliches Standchen and Strauss’s 
Standchen she would appear to have listened 
profitably to Elisabeth Schumann’s records. 
Admittedly, the tone does not compass a 
wide range of colours. Nevertheless, a 
pleasing record. The Deller disc repre- 
sents two of his 78 r.p.m. records, all except 
the beautiful Retired from any mortal sight : 
perhaps this is being saved for reissue with 
the grave Evening Hymn. Music for a while 
and If music be the food of love (first setting— 
poem by Hevingham, not Shakespeare) 
represent two of Deller’s most beautiful 
recordings. Recommended—and how good 


Meine 


Where’er you 
For ever blessed; pares, 
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it is to see that these interesting 78’s not 
being lost down the deletions list. Richard 
Lewis’s Handel arias are smoothly and 
tastefully sung, but without a great deal of 
dramatic conviction; and as J.N. remarked 
when reviewing the LP from which they 
come, it is a pity that the orchestration has 
been swelled out. The two Handel Opera 
Society discs which A.R. reviewed in 
October show convincingly that preference 
for the original orchestration is not a mere 
antiquarian whim. A.P. 


RITA STREICH. (a) Don Pasquale (Donizetti): 
Quel guardo il cavaliere . So anch’io la virtu 
magica. Berlin Radio S.O. /Leitner. (b) Les 
Huguenots (Meyerbeer): Nobles Seigneurs, salut. 


Berlin Radio S.O./Ludwig. (c) Idomeneo 
(Mozart): Zeffiretti lusinghieri. Berlin Radio 
QO./Rother. (d) Die Zauberfloite (Mozart): 


Der Hdlle Rache. Berlin Radio S. O. /Fricsay. 
(e) La Bohéme (Pucciri): Quando me’n vo’, soletta. 
Bavarian Radio S.O. /Lehmann. (f) Semiramide 
a Bel raggio lusinghier. Berlin Radio 

O./Leitner. (g) Mignon (Thomas): Oui, pour ce 
~~ je suis reine des fees.. Berlin Radio S. O./ 
Ludwig. (h) Rigoletto (Verdi): Gualtier Malde . 
Caro nome. Berlin Radio S.O./Leitner. (j) Vespri 
Siciliani (Verdi): Merce dilette amiche. Berlin 
Radio S.O./Leitner. (k) J] Balloin Maschera (Verdi): 
Volta la terrea fronte alle stelle; Saper vorreste. 
Munich P.O./Marzendorfer. (1) Der Freischiitz 
(Weber): Kommt ein schlanker Bursch gegangen. 
Berlin Radio S.O./Rother. D.G.G. DGM19137 
(12 in., 30s. plus 11s. 9d. P.T.). From (a) EPL30225 
(9/57), (b) DGM18169 (12/56), (c) EPL30217 
(1/58), (d) DGM18267-9 (3/56), (f) EPL30225 (9/57), 
(h) EPL30052 (3/57), (1) DGM19013 (7/56). Items 
(e), (g), (j) and (k) appear for the first time. 

BENIAMINO GIGLI. (a) Jocelvn (Godard): Caches 
dans cet asile. (b) Marcella (Giordano): Non 
conosciuto vo con gli amici o pur co’ sogni miei. 
(c) Don Juan de Mafara (Alfano): Tu vedi il bel 
ciel. (d) L’Amico Fritz (Mascagni): 

. O, amaee, re) a luce > = 


Ed anche 
H.M.V. 
plus 34d. (a) from 
DB6619 (3/48), ‘(b) from DAi925 is/$0)- (c) and (d) 

from DA1937 (4/50) 


NICOLAI GEDDA. Manon (Massenet): Instant 


charmant ... En fermant les yeux. Les Pecheurs des 
perles (Bizet): Je crois entendre encore. Martha 
(Flotow): Ach, so fromm. L’Elisir d’ Amore 
(Donizetti): Una furtiva lagrima. Phil/Galliera. 
Columbia SEL1590 (7 in., 11s. plus 4s. 3$d. P.T.). 
From 33CX1130 (8/54). 

NETHERLANDS OPERA CHORUS. II Trovatore 
(Verdi): Vedi! Le fosche notturne spoglie. J 
Lombardi (Verdi): O Signore, dal tetto natio. 
Rigoletto (Verdi): Zitti, zitti; Scorrendo uniti 
remota via. Don Pasquale (Donizetti): Che inter- 
minabile. Netherlands Opera Chorus/van 
Wielink, Hague P.O./Moralt. Philips NBE11078 
Barr Qs. 3d. plus 3s. 73d. P.T.). From NBR6003 

8/54). 


Miss Rita Streich’s recital nearly comes 
into P.H.-W's ‘just a few little things I 
sang’’ category : “but Miss Streich has the 
voice to compass all these pieces—from the 
Queen of the Night to Musetta, from Ilia, 
through Urbain, to Gilda, Philine, Semira- 
mide, and Elena in Vespri—with a very 
considerable measure of success. She is 
sweet, fresh, well-tuned, and never thin or 
merely piping, but always has plenty of 
tone on the notes. In some ways she is 
Germany’s equivalent of Graziella Sciutti, 
with her charm, her nimbleness and 
sparkle. But she can also give the voice 
the fullness to make her a_ convincing 
Musetta; and the opening phrases of 
Elena’s Bolero are thrown out with quite a 
deal of dramatic colour—aided perhaps by 
the resonant D.G.G. acoustic. Most of the 
recordings on this disc have been admired 
before in these columns: but the Ballo, 
Mignon and Bohéme arias are new. Miss 
Streich is predictably a delightful Oscar, 
though I rather hoped that she would 
introduce a cadenza, Selma Kurz fashion, 
into the second air: it sounds incomplete 
without it, and this soprano could so well 
achieve one. Perhaps Mignon is not very 
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well remembered in Germany: the sleeve 
bills the air (as above) with the opening 
phrase of the recitative, but it is, of course, 
Philine’s Polonaise, well known to record- 
collectors as ‘‘Je suis (or ‘Io son’) Titania”’. 
There is a central section here which I do 
not remember having heard before. Si on 
trouvait bon, says the score, de raccourcir cé 
morceau, then take out this middle bit—a 
cantilena for the voice while the orchestra 
continues the polacca figure. And ot 
course it generally is raccourci for a 78 side. 
There is beautifully nimble singing here, 
and the trills stand up well (though not so 
well as Melba’s trills do) to the cruel test of 
playing them at half-speed. The only fault 
—not only in this item—is a certain lack 
of rhythmic go; and this seems to be largely 
the conductors’ fault. Here Ludwig takes 
the moderato indication too readily. 

The Gigli disc offers bad French but 
liquid tone in the Jocelyn Berceuse, and 
three relatively little-known arias, each of 
which he does beautifully. In his extra- 
ordinarily literate memoirs, the tenor tells 
us why Alfano’s sequel to Don Giovanni is 
not heard now, though it was a triumph 
at its Florence premiére. The hero has 
repented, and now “from the first raising 
of the curtain to its final descent, this Don 
Juan marches steadily forward on the path 
of virtue . . . One is forced to admit that 
Alfano’s opera, like its hero, is a little dull”. 
Marcella is a delightful sentimental bitter- 
sweet piece, which would bear a radio 
revival (one of the more _ enterprising 
operatic societies might tackle it). In all, 
a record to have. Less immediately so, 
perhaps, is Nicolai Gedda’s smooth, 
tasteful recital—since other tenors have 
given us more warmly captivating versions. 
‘“Ach, so fromm’’, however, will please 
those who find too much emotion in Gigli’s 
lovely ‘“‘M’appari”. The choruses by the 
Netherlands Opera Chorus are very 
ably sung, and excellently recorded. A.P. 


VERDI. Rigoletto. Caro nome, Pagliughi (sop.). La 
donna e mobile, Tagliavini (ten.). Bella figlia 
dell’amor, Pagliughi (sop.), Colasanti (cont.), 
Tagliavini (ten.), Taddei (bass), Radiotelevisione 
Italiana S.O. /Questa. Cetra EP00301 (7 in., 12s. 
plus 4s. 84d. P.T.). From LPC1247-1/8 (11/57). 

VERDI. La Traviata. Follie, folliel Sempre libera 
Callas (sop.). De miei bollenti spiriti, Albanese 
(ten.). Di Provenza il mar, Savarese (bar.), Radio- 
televisione Italiana S. O./Santini. Cetra EP00317 
rH in., 12s. plus 4s. 83d. P.T.). From LPC1246-1/3 

(1/58). 


PUCCINI. Manon Lescaut. Cortese damigella: Donna 
non vidi mai: Vedete? Io son fedele: In quelle trine 
morbide: Oh, saré la pid bella: Rosetta! eh! che aria!: 
No, no, pazzo son: Vedi, vedi: Sola, perduta, 
abbandonata. Bjorling (ten.), Albanese (sop.), 
Merrill (bar.), Calabrese (bass), Carlin (ten.), 
Campi (bass), Rome Opera House/Perlea. Kk. C. i 
RB16078 (12 in., 28s. 9d. plus 11s. 23d. P.T.). From 
H.M.V. ALP1326-8 (2/56). 


The Traviata disc is one of a pair of 


Cetra EPs which between them cover all 
the famous pieces except “Un di felice” 
and ‘‘Parigi, o cara’: just the thing for 
someone who cannot run to the complete 
Callas set on three LPs—though I shouldn't 
like to be without any of Callas’s Violctta. 
The rare quality of that impersonation has 
been haunting me ever since the Covent 
Garden performances last summer, and 
(although it has developed much since the 
Cetra recording was made) I find that 
much of it can be recaptured while playite 
these records. Also, ‘Sempre libera’’ ‘s far 
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x Youre really Submerged 
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The incredible TRIXTEREO is certainly something new in sound 
reality. It brings you deep sound. Sound which engulfs you in 

a sea of exhilaration never before experienced. You'll startle at 
the sparkle of TRIXTEREO for divers reasons. 


True Stereo needs 
% Double channel stereo amplifier. 


% Ganged controls for Tone and Volume operating both 
channels together. 


% Separate Balance control. 
% Two speakers in matched enclosures. 
All are found in TRIXTEREO. 


It’s luxurious listening indeed with TRIXTEREO which a : 

has all these features and is fitted with either Garrard y , pane — _ : . “ne 
or B.S.R. record changer. Monaural records are . | age 
also playable on TRIXTEREO. Tax Paid. 47 Sns. 


TRIXADIO 


THE TRIX ELECTRICAL CO., LTD. 


Mapie Place, London, W.1. Telephone: Museum 5817 (6 lines). Cables and Telegrams: TRIXADIO WESDO LONDON 
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Musicratt 





An Extract from the Annual Statement 
and Policy for 1959 


6 


There is one over-riding reason why you should 
buy. from Musicraft and that is because you will be dealing 
with a firm that has been in business since the inception of 
commercial high fidelity equipment in this country .. .” 


Let us examine the facts: We staked our claim in this 
business over 10 years ago. Since those early days of one 
small shop in Southall, Middlesex, we have expanded to 
three of the smartest record and high fidelity showrooms 
in the country. In 1956 we opened our three-storey 
showrooms at Richmond, Surrey, and in October 1957 
celebrated the birth of our latest creation—Ealing. And 
through all this time, the Directors and many of the 
Staff have remained the same. 


This business of records and high fidelity equipment is 
a very personal one, as many multiples have discovered 
much to their disadvantage. 


The discriminating music lover does not wish to select 
his latest high fidelity installation amongst refrigerators, 
washing machines, flat irons, pop-up toasters and 
television receivers. All of these items are of equal merit 
in their own particular fields, but their place is not in the 
high fidelity dealer’s showroom. Musicraft have never 
dealt in any of these goods, their whole life being devoted 
to the recording and reproduction of music. 


This outlook also extends to the Service Department 
where we have Engineers who do nothing but install and 
maintain high fidelity equipment and tape recorders. 








Our vans do not know what Bands I and III are! We 
do not need to: 


_ (1) Stock everything that exists—we only select 
the best value for money. 


(2) Do anything for nothing—we have not yet 
succeeded in finding Engineers who are prepared to 
work for nothing. 


(3) Loan money free of charge—we can’t borrow 
this way, so how can we loan it? 


(4) Make promises we know we cannot keep— 
you all know what we mean by this. 


(5) Advertise things in stock before they are 
even made. 


(6) Sell Hi-Fi—we make you want to buy it! 


Wonder how we do any business? Why not come 
along and find out? You’ll be surprised. 


What of the future? Of course, some things will 
never change, but we do hold a great faith in the future 
of stereophonic reproduction, whether by disc or tape. 
We also feel that the potential market for tape recorders 
is still untapped and we predict higher sales figures than 
even we have become accustomed to in this sphere. 


Just to keep us busy in our spare time, we have formed 
a separate section of our organisation to promote sales 
of the “Stenorette’’ Dictating Machine on a national 
basis. Now the high fidelity minded executive can deal 
with us at business, as well as at home! We invite your 
enquiries on this new venture. 


Finally, we wish you most sincerely a happy and 
prosperous New Year and would very much like to meet 
you at any of the addresses below: 


MUSICRAFT HI-FIl CENTRE 


20/22 HIGH STREET, SOUTHALL, MIDDX. SOU 3828 
13 KING STREET, RICHMOND, SURREY. RIC 6798 
80/82 UXBRIDGE ROAD, EALING, W.13. EAL 6995 


(Service Depot: RIC 1410) 
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YOU MUST INEVITABLY TURN TO STEREO iF rou ENJOY GOOD MUSIC 


WE OFFER OUR MODEL S-88 FOR STEREO RECORDS, TAPE OR RADIO. 

IT ALSO GIVES YOUR OLD FAVOURITE 78 OR LP RECORDS A NEW LEASE OF LIFE 

BY PLAYING THEM THROUGH THIS STEREO/MONAURAL HI-FI AMPLIFIER. 

IT IS COMPLETELY HOUSED IN AN ATTRACTIVE METAL CASE WITH WELL STYLED 
TWO-TONE GREY PANEL WITH GOLDEN SURROUND AND TRIMMINGS. 





THE WORLD’S FINEST 
DO-!T-YOURSELF 
ELECTRONIC KITS 


HIS NEW ADVENTURE — STEREO 
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it THE NEW MODEL 588 
HI-Fl STEREO AMPLIFIER KIT 


INCORPORATING GANGED CONTROLS—OUTPUT 16 WATTS 
£25 5 ' é DELIVERED FREE U.K 
J 


EASY TERMS IF YOU WISH 
% PRESS BUTTON SELECTION 
* 9.1 DISTORTION AT 6W PER CHANNEL * 4-POSITION FILTER * ACCURATELY GANGED CONTROLS 
* 3-POSITION MATCHING SWITCH FOR CRYSTAL AND MAGNETIC INPUTS % SPECIAL BALANCE CONTROL 

































SALIENT FEATURES: 
* STEREO OR MONAURAL INPUTS FOR RADIO, GRAM OR TAPE 





HEATHKITS ARE EASY AND FASCINATING TO BUILD—AND SAVE AT LEAST HALF THEIR COST 








WHY ARE HEATHKITS SO MUCH CHEAPER TO BUY THAN 
oe as ASSEMBLED INSTRUMENTS WHICH LOOK 


BECAUSE YOU ARE THE MANUFACTURER AND GET THE FULL BENEFIT OF 
OUR BULK BUYING AND DIRECT DISTRIBUTION. 


MILLIONS—ALL OVER THE WORLD. THEY MUST BE GOOD BECAUSE THEY 


HOW MANY HEATHKITS HAVE BEEN BOUGHT AND 
BUILT ? ARE DESIGNED TO BE BUILT BY THE MAN IN THE STREET, OR TEENAGER, 
WITHOUT SPECIAL EQUIPMENT OR PREVIOUS EXPERIENCE. 


THE REMARKABLE HEATHKIT CONSTRUCTION MANUAL, WITH ITS MANY 
LARGE PICTORIALS, TELLS YOU “STEP-BY-STEP” IN SIMPLE "WORDS, EXACTLY 
WHERE EVERYTHING GOES, AND HOW TO PUT AND KEEP IT THERE. 


NOT A THING! THE MANUAL TELLS AND TEACHES YOU EVERYTHING 
NECESSARY—EVEN HOW TO SOLDER WELL. 


DAYSTROM’S Lara oo * ees SERVICE WILL GIVE YOU FREE 
INFORMATION AND ADV 


NO. CREDIT CUSTOMERS ARE EQUALLY WELCOMED. 
FILL IN AND POST THE COUPON—NOW |! 


HOW IS THIS POSSIBLE 





DO | NEED TO KNOW ANYTHING ABOUT ELECTRICITY 
OR ENGINEERING ? 


SUPPOSE MY COMPLETED KIT SHOULD FAIL TO WORK ? 





MUST I PAY CASH ? 
WHAT’S THE NEXT STEP IF I’M INTERESTED ? 


%& OTHER MODELS INCLUDE: 
THE NEW TRANSISTOR 
PORTABLE 





THIS HAS A HANDSOME PLEASE SEND, WITHOUT OBLIGATION, FULL DETAILS 
REAL LEATHER CASE OF THE HEATHKIT(S) TICKED BELOW. 

AND IS IN THE gy HERE 

ABSOLUTE TOP 

FLIGHT OF PORTABLES. 


HI-FI STEREO AMPLIFIER 
TRANSISTOR PORTABLE RECEIVER 
JUNIOR TRANSISTOR RADIO 
___| VALVE VOLTMETER 
__| HI-FI SPEAKER SYSTEMS 


IN ABOUT SIX HOURS 
YOU CAN ASSEMBLE 
iT AND HAVE A SET 


IN THE 25-30 GUINEAS KINDLY WRITE IN BLOCK CAPITALS 




















CLASS. 
a a a 
DELIVERED 
£17 ° 17 .0 FREE U.K. A GREAT SAVING ON THIS ee oe 
INC. P.T. TWO-BAND 6-TRANSISTOR 
DEFERRED TERMS AVAILABLE ik, ld | BB | iii taiiliiaialaieiialiiiititaans 
P.S. fe eee «eee ee ee ee er 


JUNIOR TRANSISTOR HEATHKIT 


—INSTRUCTIVE AND ENTERTAINING—AN EXCELLENIT PRESENT 


To DAYSTROM LTD. | 


900 SOUTHGATE STREET 
GLOUCESTER, ENGLAND 





INCLUDING P.T. 
£2.19.6 — petiverRED FREE UK. 
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scintillating sound 


There are more features in the new Simon 
SP.4 than have ever before been gathered 
into any portable tape recorder. Exclusive to 


the SP.4 is the fully ‘push-button-controlled’ 





Simon Automatic Deck and a 10-watt ultra- 
linear amplifier. Automatic tape reversal 
allows not only 3 hours’ continuous recording 
but continuous replay indefinitely without 


attention. This technical excellence, matched 













by elegant styling, makes the SP.4 an 


instrument that you will be thrilled to hear . 





if you really appreciate first-class sound. 
The lid is detachable. Both case 


and lid are covered with genuine Rexine 
and these outstanding features: Styling: Peter Bell, m.s.1.A. 


AUTOMATIC TAPE REVERSAL without button pressing or spool transposing 
CONTINUOUS REPLAY and 3 hours continuous recording without attention 
3-WAY MIXING FACILITIES on both record and playback 

10 WATTS OUTPUT from ultra-linear push-pull amplifier 

PUSH-PULL OSCILLATOR reduces noise and hum to minimum 

BASS AND TREBLE LIFT AND CUT with independent controls 
ERASE/RECORD ‘safety button’ 





SYNCHRONOUS MOTOR mains frequency-controlled for accurate speed 
ACCURATE TAPE POSITION INDICATOR based on linear tape scale 
CATHODE RAY MAGIC EYE for ‘pin-point’ modulation 


OP 


high fidelity TAPE RECORDER 













PATENTS APPLIED FOR 















































dc 
Send this coupon now for illustrated literature on the Simon SP.4 L 
Ww. 
CADENZA To SIMON SOUND SERVICE LTD. GNS sp 
ribbon microphone : . Sct 
46-50 George Street, Portman Square, London W.1 ab 
... to do justice to the 

excellence of the SP.4. Please send me literature on the Simon SP.4 My nearest dealer is é 
(Ww 
Dual impedance head, output NAME NAME Be 

sensibly flat between B 
50-12.000 cps. In handsome r 
presentation case, head only ADDRESS are 
8} gens. or with tripod the 
desk stand 10 gns. : 
Cl Gi 
du’ 
has 
rar 
ex! 
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better sung here than it was on the opening 
night in the Royal Opera House, and the 
cascading streams of florid music are filled 
with intense characterization. As Alfredos 
go now (not very far, perhaps), Francesco 
Albanese manages “De’ miei _bollenti 
spiriti’”’ nicely; and Savarese sings his aria 
with considerable feeling. This EP is 
packed in a most attractive new form of 
container; and decorated with David Sim’s 
magnificent photograph of the diva. The 
Rigoletto EP is the first of a similar pair, and 
offers probably the most distinguished 
version currently available of the three 
excerpts. 

A good and generous selection from 
Manon Lescaut, which will content many 
people who hesitated about the 3-disc album 
(now deleted) from which it is drawn. For 
identification: “‘Oh, sard la pid bella’’ is 
the phrase before ‘“Tu, tu, amore’’, Puccini’s 
equivalent of the St. Sulpice duet; and 
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“‘Rosetta! eh! che aria” is the beginning of 
the prostitutes’ roll-call, which continues 
while Manon and Des Grieux join their 
voices above it and the crowd’s comments, 
and Lescaut recounts to some bystanders a 
distinctly romanticized version of his sister’s 
story. This goes straight on to Des Grieux’s 
aria. ‘‘Vedi, vedi’ is four pages into the 
final act, which is presented complete from 
there. Albanese sings her opening ex- 
changes rather loudly, and so for that 
matter does Bjérling his; and like most 
sopranos, Albanese does not handle “In 
quelle trine morbide”’ as if it were a sketch 
for ““Mi chiamano Mimi” (which would be 
musically and dramatically right), but tries 
to do it as a dramatic soprano would. 
“Sola, perduta, abbandonata”, on the 
other hand, does not tempt her to oversing. 
But though I think there is still room for a 
finely studied performance of Manon Lescaut, 
this is a distinctly enjoyable one. A.P. 





HOFFNUNG FESTIVAL 


THE HOFFNUNG INTERPLANETARY MUSIC 
FESTIVAL 1958. Royal Festival Hall, 21st and 
22nd November. Introductory Music played in the 
Foyer (Francis Chagrin). Drum and Fife Band 
of the Royal Military School of Music conducted 
by the composer. Two excerpts from A Hoffnung 
Festival Overture (Francis Baines). Trumpets of 
the Royal Military School of Music, Hoffnung 
Symphony Orchestra conducted by the composer, 
John Weeks (organ). Metamorphosis on a Bed- 
Time Theme (Allegro Commerciale in Modo Tele- 
vistone) (Sampson-Horovitz). April Cantelo (sop.), 
Ian Wallace (bass-bar.), Lionel Salter (harpsi- 
chord), Hoffnung Symphony Orchestra conducted 
by the composer. Sugar Plums (realised by Elizabeth 
Poston). Dolmetsch Ensemble (Car] Dolmetsch, 
Cecile Dolmetsch, Nathalie Dolmetsch, Joseph 
Saxby, Leighton Ring, Michael Walton) with 
Elizabeth Poston (organ), Felix Aprahamian 
(percussion), Lionel Salter, Eric Thompson, 
Peter Hemmings and Robert Ponsonby (Bat- 
terie). The Famous Tay Whale (McGonagall-Seiber). 
Declaimed b th Evans with the Hoffnung 
Symphony Orchestra conducted by the composer, 
Annetta Hoffnung (fog-horn). A movement from 
Concerto for Conductor and Orchestra (Francis 
Chagrin). The Maestro (Gerard Hoffnung) with 
the ne Symphony Orchestra. Punkt 
Contrapunkt (Music by Humphrey Searle, Script 
by John Amis). Gerard Hoffnung and John Amis, 
Hoffnung ~. —~—eed Orchestra conducted by 
Norman del Mar. Excerpts from The United 
Nations (Malcolm Arnold). Hoffnung Symphony 
Orchestra conducted by the composer and Band 
of the Royal Military School of Music. Waltz 
for Restricted Orchestra (P. Racine Fricker). Hoff- 
nung Symphony Orchestra (deflated) conducted 
by the composer. Let’s Fake an Opera (or, The 
Tales of Hoffnung) (Mann, Reizenstein and Wether- 
all). Music under the direction of Norman del Mar 
assisted by Brian Priestman with Edith Coates, 
Gloria Lane, Shei’x Rex, Owen Brannigan, 
John Dobson, Edgar Evans, Peter Glossop, 
Otakar Kraus, Duncan Robertson and Ian 
Wallace with The Hoffnung Festival Opera 
Chorus. Columbia 33CX1617 (12 in., 30s. plus 
lis. 83d. P.T.).: 


The fun begins before we put the needle 
down, with the libretto of William Mann’s 
Let’s Fake an Opera (or The Tales of Hoffnung), 
which comes inside the sleeve. This 
splendid operatic nightmare or kaleido- 
scope starts with the Mastersingers hanging 
about outside the cigarette factory, and 
Carmen-Azucena flinging her tobacco-rose 
(with explosive effect) at the box where 
Beckmesser is busy marking. Otello and 
Briinnhilde (“‘Won’t you smile for Grane?’’) 
are to come, and many more, including all 
those serenaders—Manrico, Nadir, Don 
Giovanni and Beckmesser—uniting in 
dubious counterpoint. Franz Reizenstein 
has musicked this uproarious fantasy with 
rare skill and irreverence. He has in- 
exiricably fused Carmen’s Séguedille and 


“Stride la vampa”’. He has shown us what 
Lake Lohengrin’s swan was raised on (how 
many of us had consciously realised that 
*“‘Nie sollst du mich befragen”? and Tchai- 
kovsky’s Swan theme were virtually the 
same thing?). 

The Hoffnung Interplanetary Music 
Festival, in case any readers have missed its 
echoes, was held in the Festival Hall last 
November; and provided a very thorough 
conspectus of all the possible kinds of 
musical humour. I wasn’t there, which is 
why I am reviewing the record, to see how 
it stands up to home use, without the visual 
humours. Very well, it does. Parody and 
pastiche are skilfully done by Joseph 
Horovitz in his Improvisation on a Bedtime 
Theme: this includes the “Swan Vesta” 
joke, since the text is “Sleep sweeter, 
Bournevita”’’: let Bergson explain why the 
last word, meltingly declaimed by April 
Cantelo to a serene Bach cadence, should 
seem so funny. Mr. Horovitz is even a dab 
at the word-obscuring chamber orchestra- 
tion practised by Stravinsky. Famous pages 
of Tchaikovsky rescored for the recorders 
and tabors of the Dolmetsch Ensemble make 
another kind of humour. The Famous Tay 
Whale, a wondrous poem, hovers somewhat 
perilously between the humours of bathetic 
art presented “straight”, and the same, 
guyed, but Dame Edith presents it with 
perfect poise (an inimitable inflection when 
she says: “‘But the whale shook at them its 
tail’), while Seiber’s music provides the 
appropriate comments. 

There is a horrid plausibility about the 
two German _ musicologists dissecting 
Jaja’s 25-second masterpiece, with its quasi- 
exposition, quasi-development, and silent 
bar of 3/4 which imparts a quasi-Viennese 
flavour. The United Nations, | am told, was 
uproarious in the hall: the excerpt here 
presented strikes through to an oddly 
disquieting mood. When the Russian and 
American national anthems combine, there 
is a sense of dreadful catastrophe beneath. 
A composition in the shadow of the Bomb! 

This live recording has been skilfully 
edited, so that we pass quickly from item to 
item, without too much laughter or 
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applause. The price of getting so much on 
to the sides is that there are no dividing 
scrolls between the items (since scrolls of 
silence take away more playing-time than 
the same amount of music would do), But I 
imagine that the owners of this record will 
soon learn to find their way about on it 
“blind”: for it is a disc they will want to 
play to everyone who comes into the 
house. A.P. 





PASSING NOTES 


By ARTHUR JACOBS 


“It’s a bit Hollywood,” admitted Paul 
Robeson of the choral arrangement on his 
recent record of Water Boy; and he meant it 
critically. We were talking of the right and 
wrong way to arrange folk music. Robeson’s 
conversation was full of names like Moussorgsky, 
Jandcek, Vaughan Williams, and especially 
Barték—composers for whom folk music pro- 
vided part of the path to the realisation of their 
mature musical style. 


Robeson likes to relate the music of the Negro 
(a word he always pronounces nigro) to other 
folk-music, and he is now convinced that it 
needs a thoroughly modern harmonisation 
which is more likely to be based on chords of 
the fourth than on conventional tonic-and- 
dominant harmony. I recognised Robeson’s 
enthusiasm as he pulled out one magazine 
article after another on musical style, periodic- 
ally going to the piano to demonstrate; but 
I find it hard to reconcile this enthusiasm with 
his continuing to use the Burleigh arrangements 
of spirituals, and with his continuing devotion 
to sentimental ballads. Indeed he told me that 
he is looking for ‘‘the next Trees, the next 
Just A-Wearyin’.”’ 

He hopes, he told me, to be making records 
shortly in this country, which he has now made 
his home. He hopes also to give, instead of 
concerts, a more informal sort of entertainment 
to include such things as recitations and 
‘talking about the music’’. 

* * * 

Wilfred Brown, whose tenor voice is 
recorded in music from Tallis to Bach, took 
part recently in a sad yet somehow inspiring 
occasion. Sad because Vaughan Williams’ Ten 
Blake Songs were receiving their first London 
performance only after the composer’s death; 
inspiring, because of the illumination which 
Vaughan Williams casts on the Blake poems 
through the medium of only voice and oboe 
(Janet Craxton). Written for a film, these 
songs were given at the enterprising Mac- 


naghten Concerts and deserve an_ early 
recording. 

* * * 
No composer has more_ remarkably 


strengthened his representation in the cata- 
logues over the past decade than Mahler. | 
wish I could say that Donald Mitchell’s Gustav 
Mahler: The Early Years (Rockliff, 42s.) is 
likely to aid the record-collector. But its 266 
painstaking pages end before Mahler wrote any 
of the famous symphonies or song cycles—in 
fact they end at Das Klagende Lied (The Song 
of Lament), of 1880. Of this I can remember 
only one performance in London; and the sole 
recording (by Concert Artists, U.S.A.) is not 
available in this country. The book contains 
the last word in footnotemanship: a passing 
reference to Schumann has the note, “‘I am not 
an expert on Schumann’’. 
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Whatever is the opposite of ‘‘meteoric’’, the 
word should be applied to the very gradual rise 
of Zino Francescatti to his present position 
in the top rank of violinists. ‘Though he was 
greeted at the Edinburgh Festivai of 1951 as 
almost a new name, he told me in London 
recently that he toured British provincial cities 
as far back as 1927 in the illustrious company 
of Maurice Ravel as pianist. He has recorded 
Ravel’s Tzigane—on which indeed he may be 
considered an authority—no less than three 
times. The last version is not yet available in 
this country. 

When still a young man in Paris he began 
to record music by Kreisler: ‘“They had 
Kreisler himself playing on the old red label, 
and they wanted someone else for the cheaper 
records,”’ he told me with a smile. Now, living 
in the United States, he is a personal friend 
and summertime neighbour of Kreisler’s. Born 
in Marseilles, he retains French nationality. 
Knowing how careful of their fingers most 
violinists are, I was surprised to learn that 
Francescatti drives a farm tractor. 

* * ** 


It is nothing exceptional these days for success 
on records to come before, not after, the London 
appearance of a continental artist. The 
admirable recorded recital by the Rumanian 
pianist Mindru Katz was a recent example. 
Now Covent Garden Opera House announces, 
for its January revival of The Magic Flute, the 
engagement of Peter Maag as conductor. He 
is director of the Bonn Opera and has recorded 
with at least five orchestras. His stereo coupling 
of Les Sylphides and La Source was reviewed last 
month. The London Symphony Orchestra is 
seizing the occasion to introduce him to London 
audiences with a concert on February Ist. 


OBITUARY 


Artur Rodzinski 

Artur Rodzinski died on November 27th at 

the age of 64, in Boston, Mass. He was of 
Polish descent and was born at Spaleto in 
Dalmatia. After obtaining a doctor’s degree 
in law at the Vienna University, he proceeded 
to the Vienna Academy of Music and studied 
under Emil Sauer and Franz Schalk. Conduct- 
ing made a very strong appeal to him, and he 
made his début in 1920 at Lwow, with Verdi’s 
Ernani. He remained there for four years, and 
he also conducted the Warsaw Philharmonic 
Orchestra. 
_ He went to America in 1925 and, at the 
invitation of Leopold Stokowski became associate 
conductor of the Philadelphia Orchestra for 
three years, and he was also director of the 
student orchestra and the opera department of 
the Curtis Institute, as well as director of the 
Philadelphia Grand Opera Company. He 
also conducted other famous American orches- 
tras and for 10 years from 1933, he was musical 
director of Cleveland Orchestra. 

He adopted American citizenship and was 
the first conductor from America to direct the 
Vienna Philharmonic at the Salzburg Festival 
(in 1936 and 1937). Toscanini was lavish in 
his praise and invited Rodzinski to organise 
the N.B.C. Symphony Orchestra and to share 
the conducting. 

In 1943 he became director of the New York 
Philharmonic Orchestra and resigned four 
years later to take a similar post with the 
Chicago Symphony Crchestra. A_ special 
performance of Tristan und Isolde with this 
orchestra and with Kirsten Flagstad as Isolde 
resulted in 37 curtain calls for the singers and 
the conductor. He also made a considerable 
number of excellent recordings and, at the 
time of his death, was one of the most highly 
esteemed conductors in America. V.S.H. 


The GRAMOPHONE 


NIGHTS AT THE ROUND TABLE 


By W. A. CHISLETT 


Starting with new stereo LPs ‘‘Memories of 
Vienna’’ played by the Vienna Philharmonic 
Orchestra under Joseph Krips on Decca 
SXL2047 is the stereo version of ““The Blue 
Danube Waltz” issued monaurally on LX T5431 
and reviewed in this column last June. I then 
gave it very high praise, but as it arrived at the 
very last minute, lack of time prevented me from 
going into the greater detail which I would have 
liked. The titles are Blue Danube, Accelerations, 
Roses from the South and Emperor waltzes all by 
Johann Strauss II and the Pizzicato Polka which 
he wrote in conjunction with his brother Josef. 

In the new sound one notes particularly the 
glorious sheen of the Vienna strings and the 
finely blazing brass at the climaxes, over and 
above a generally greater realism. The playing 
is full of affection (both gemiitvoll and gemiitlich, 
as I said in June) and, joy of joys, the Emperor is 
played in full, including the beautiful postlude 
starting with horns and oboe and later horns 
with ’cello which is such a magnificent closing 
touch to this loveliest of waltzes. On the 
technical side, I found that in order to get ideally 
central sound in the final polka I had to lift the 
gain a little for the left-hand channel. 

‘*The Spirit of Pageantry’’ (Decca SKL4028), 
played by the Band of the Grenadier Guards, 
is a stereo version of ‘‘Hi-Fi, The Grenadier 
Guards” which I reviewed in June 1957 
(LK4185). Again a detailed comparison reveals 
that the new issue has a substantially enhanced 
richness, a generally greater realism and a con- 
siderable degree of positioning. These are most 
noticeable, rather surprisingly I think, in 
Lustpiel Overture by the late Austrian army 
bandmaster Keler-Bela, particularly in the 
quieter passages. 

This new issue gives me an opportunity of 
correcting an error in my review of the original 
monaural issue. I described the Wee MacGregor 
Patrol as by J. H. Amers, who was the first con- 
ductor of the Central Band of the R.A.F. It is, 
in fact, by his brother, G. H. Amers, whom I 
knew as bandmaster of the Northumberland 
Hussars and who later became Musical Director 
to the Eastbourne Corporation. Needless to 
say, the error did not go undetected by readers, 
one of whom, Mr. Gavin H. Mackay of Glasgow, 
also pointed out rightly that although an 
Englishman wrote this Highland Patrol, it was 
based on the work of a Scot, for the theme is 
taken from Sir A. C. Mackenzie’s overture to 
Sir J. M. Barrie’s Scottish comedy ‘“The Little 
Minister’’. The complete list of titles is The 
Spirit of Pageantry (Fletcher), Ceremonial March 
from ‘‘Aida’’ (Verdi), Lustspiel Overture, Wee 
MacGregor, Light Cavalry Overture, The Wind- 
jammer Overture and an arrangement of Hielan’ 
Laddie, which is the regimental quick march of 
the Scots Guards. Both The Spirit of Pageantry 
and Lustspiel are also available on a stereo EP, 
STO107. 

Military bands are also to be heard on two 
monaural LPs. One would normally have 
expected a Guards band to be chosen for 
**Trooping the Colour’’, which Richard Joseph, 
travel editor of ‘‘Esquire’’, who wrote the sleeve 
note for R.C.A. RD27080, so rightly describes 
as ‘‘the musical accompaniment to the world’s 
most brilliant and imposing military parade’’. 
It is, however, the Pipes, Drums and 
Regimental Band of the Black Watch that 
we hear. A realistic picture of the colourful 
ceremony is presented and, on the whole, both 
playing and recording are good, though the side 
drums sound odd sometimes and there are some 
queer pipings from the piccolo in places. I 
rather doubt the wisdom of including all the 
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orders, gun fire and other effects. These are 
quite effective for a single hearing, but will, I 
fear, tend to become wearisome with repeated 
hearings. 

I hope that ‘‘Regimental Marches of the 
British Army’’, played by the Band of the 
Royal Military School of Music, Kneller 
Hall, under Lieut.-Colonel David McBain, 
Director of Music, is only the first of a series of 
records containing the whole of the regimental 
marches of our Army. There are 27 of them on 
this disc (Col. 33SX1104). The playing, of 
course, is first class, as is the recording. 

Quite as interesting as the marches them- 
selves are Colonel McBain’s brief descriptions 
in the sleeve note of how they came to be 
adopted. Some have obvious county or other 
associations, but others are far from obvious, 
such as Braganza for the Queen’s Royal Regi- 
ment (West Surrey), Lutzow’s Wild Hunt for the 
King’s Royal Rifle Corps, and Ca Jra for the 
West Yorkshire Regiment (The Prince of 
Wales’s Own). There is a pleasant touch of 
humour in many of the choices, particularly in 
the case of recently formed regiments. Thus an 
adaptation of the Worcestershire folk-song, My 
Boy Willie, was selected for the Royal Tank 
Regiment because when tanks first appeared in 
France in the 1914-18 war there were two sizes 
and they were promptly christened Big Willie 
and Little Willie by the troops, after Kaiser 
Wilhelm and his son. The march for the 
Parachute Regiment is most appropriately 
based on the ‘‘Sword”’ and “‘ Valkyrie”’ motifs of 
Wagner’s ‘‘Ring”’’. 

‘*Portraits in Sound”’ is the title chosen for a 
record of Chabrier’s Espaftia, Rimsky-Korsakov’s 
Russian Easter Overture, Smetana’s Die Moldau 
and Dukas’s The Sorcerer’s Apprentice played by 
the Concert Arts Symphony Orchestra 
under Erich Leknsdorf (Capitol LP P8446). 
Now that there are so many omnibus records, 
detailed comparisons of the performances of the 
individual contents is impossible. Choice must 
largely depend upon whether the programme 
suits a listener or not. That is certainly the 
case here. I am not prepared to say these are 
the best performances available of all four 
pieces but each of them would rank high in the 
lists, and it has the advantage that it can be 
played right through without boredom because 
of the variety of idioms. 

The most interesting df my new EPs is one of 
excerpts from Lehar’s Der Zarewitsch, a work 
that has never been produced in England 
(H.M.V. 7EG8400). Lehd4r saw Zapolska’s 
historical play of this name in Vienna in 1925 
and at once thought what a good libretto for an 
opera could be made from it. He found, how- 
ever, that the rights had already been granted to 
Kunneke (the composer of The Cousin from 
Nowhere and other light operas). Through the 
agency of a mutual friend, Kunneke agreed to 
surrender his rights to Lehdr. Probably the 
reason why Der Zarewitsch has never been pro- 
duced in England is that both the story and its 
treatment are more serious than the English 
public had come to expect from Lehar. The 
story is of a Russian prince who hates woinen 
but is required to marry for state reasons and 
eventually falls in love. The four songs on this 
disc are ‘“‘Wolgalied”’, “‘Einer wird kommen”, 
‘“‘Willst du?” and ‘“‘Hab nur dich allein’’, and 
they are divided between Rudolf Schock (the 
Russian prince) and Erika Kéth (Sonja, the 
girl with whom he falls in love). 

Abbreviated versions of half a dozen songs 
from The Maid of the Mountains, in which Mary 
Thomas and Barry Kent both make the 
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